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ABSTRACT 
i 
For ,a hundred years, between Marlowe's. translation of 
Ovid's Amores in the 1580s and Rochester's death in 1680, a 
current of erotic feeling flows through English amatory verse 
which has as its source the Ovidian Art of Love. This Art 
sees sexuality as an autonomous activity and it elaborates 
amatory techniques and scenarios, described individually as 
'topics', to enhance the mutual pleasure of both parties. Such 
a view of sexual relations challenges the prevailing amatory 
codes of courtly love and Christian monogamy and not infrequently 
clashes with them. 
This study traces the impact of the Art of Love upon all 
the principal non-dramatic writers of the period with the ex- 
ceptionof Shakespeare, The Elizabethan appetite for the sen- 
suous and suggestive is shown to develop into the more calcu- 
lated sensualism of the Caroline court poets which in turn 
evolves into a deliberate cultivation of predatory appetite 
at the Restoration. With Rochester's death in 1680 begins a 
period of erotic decline,, A concluding chapter charts the 
eighteenth-century transformation of the Ovidian tradition into 
sentimentalism, raillery and pornography. 
J-1- 
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C. 
Preface 
The object of this study is to isolate and examine one 
particular strand of amatory feeling in non-dramatic poetry 
between 1580 and 1680, that strand which is the expression of 
sexual curiosity or sexual passion. A-final chapter charts the 
decline of that curiosity and passion as far as the sixth de- 
cade of the eighteenth century. 
A number of studies have already appeared which have a 
direct relevance to my theme. Books or chapters of books, art- 
icles and dissertations have been written on poetic love; on 
sexuality in culture; on libertinism in Restoration England and 
le libertinage in France; on the influence of Ovid on the Ren- 
aissance; on the erotic element in baroque art; and on the theme 
of female sexual dominance in English Renaissance poetry. 
1 All 
these works are relevant to'my subject but none of them is iden- 
tical with it or even stakes out quite the same territory. In 
fact, I do not know of any previous attempt to follow the thread 
of sexuality through an extended period of poetic history so as 
to see where it will lead. The present thesis constitutes such 
an attempt. 
To tackle such a subject is to be faced with the necessity 
for conditions both of scope and of treatment. The condition of 
scope imposes a severe restriction of subject-matter and I have 
tried to achieve this.. by confining myself as far as possible to 
1 See Bibliography under Broadbent, Calverton, Doherty, Pintard, 
Praz, Underwood and Wilkinson. 
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purely literary evidence and by banishing whatever is not lit- 
erary. There are certain exceptions to this policy of exclusion 
in the pages which follow, most notably in the last two chapters, 
but on the whole I have tried to discuss the evolution of sexual 
feeling from the evidence provided by the poems themselves. To 
have attempted to corroborate my conclusions from social history 
or from personal records, or to have made a prolonged excursion 
into theory, would have been to attempt a very different sort of 
thesis. 
The second condition, that of treatment, is intrinsic to the 
subject itself. All critical judgements are to an extent subjec- 
tive, but judgements on eroticism are subjective in a respect 
which is probably unique in that the sex of the critic is an ac- 
tive factor in the form (and even the possibility) of judgement. 
Merely to assert that such-and-such a work is erotic is to express 
an opinion which must necessarily be based on the sex of the per- 
son who makes the assertion. This difficulty is compounded by the 
fact that virtually every poem of erotic effect or intention in 
the period under review was written by a man. All shades of 
erotic feeling to be discussed, from prurient curiosity to the 
predatory satisfaction of appetite, belong to the male sexual 
imagination working upon women as 'object'. Inevitably, there- 
fore, it is a male point of view which must prevail. The present 
writer is bound in some sense to reflect this point of view, both 
for biological reasons and because as a critic he must make the' 
attempt in dealing with the material the period offers him to 1 
C. 
give the devil his due. Nevertheless he hopes that it will be- 
come unambiguously apparent as the argument advances that the 
-6- 
strong male chauvinism of the period as a whole in no sense 
meets with his unqualified approval. 
*** 
All translations in the pages that follow are my own 
unless otherwise stated. Quotations in the text are as given 
in the editions cited, with the exception that Vs, IVIS2 tits 
and 'i's have been altered to conform with modern usage. Page 
numbers refer to the first page of a poem, except in the case 
of long poems where they refer to the page from which the ex- 
tract was taken. Place of publication unless otherwise stated 
is London. 
I wish in conclusion to acknowledge a particular debt of 
gratitude to Peter Dixon of Westfield College, University of 
London. Any incidental virtues in this thesis must be laid 
at his door whereas all its evident shortcomings are inescapably 
my own. 
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1 Introduction. 
i. Definitions. 
Haec Venus est nobis; hinc autemst 
nomen amoris. 
(De Rerum Natura, IV, 1.1058) 
The Shorter Oxford English Dictionary defines erotic as: 
'Of or pertaining to the sexual passion; treating of love; 
amatory', but it will be exclusively with the first of these 
meanings that I shall be concerned in this thesis. Whatever 
non-dramatic poetry between 1580 and 1680 describes sexual 
activity, evokes sexual feeling, or debates sexual ethics, 
will be considered relevant to my subjject. 
The line between 'amatory' and what is 'of or pertaining 
to the sexual passion' is not in practice easy to draw and 
this confusion is reflected in the way Eros himself has shuttled 
between his functions as god of sexual desire and god of love. 
Etymologically, 'erotic' derives from the Greek word erotikos, 
the adjective of eros, sexual love. It is eros that drives 
Paris into the arms of Helen, in Book III of the Iliad: 
But come, let us take our joy, couched together in love; l 
for never hath desire [epws] so encompassed my soul.... (11.441-2) 
But as a result of the Alexandrian cult of romantic love, Eros 
begins to emerge in Hellenistic times as the god responsible 
for causing people to 'fall'in love' and the more limited 
1 The Iliad, Loeb Classical Library (1925), I, 149. 
ave used A. T. Murray's Loeb translation. 
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function of eros devolves'upon his mother Venus. 
' For the 
Romans it was Venus, not Eros (i. e. Cupid), who bore respon- 
sibility for the baleful effects of physical desire. Lucretius 
in Book IV of De Rerum Natura gives a bitterly graphic des- 
cription of sexual passion (lines 1036-56), and then concludes: 
This desire we'call Venus: from it comes 
Our Latin name for love [Cupido] ; and from this source 
Has trickled first into the heart that drop 
Of Venus' honeyed sweetness, followed soon 
By chilling care. 2 
It is this tradition that C. S. Lewis follows when he names 
the third of his four types of love 'Eros' and describes it 
as 'that state which we call "being in love"; or, if you pre- 
fer, that kind of love which lovers are "in". '3 Later on the 
same page he says: 'The carnal or animally sexual element 
within Eros, I intend (following an old usage) to call Venus. ' 
Professor Lewis's 'old usage' has, I believe, been sufficiently 
displaced, even since the publication of The Four Loves and 
probably before it, 4 to leave Eros in undisputed possession 
of the field of sexual passion. 
A convenient way of expressing the relation between 
'amatory' and 'of or pertaining to the sexual passion' is 
to see them as overlapping areas of feeling on a spectrum 
1 See H. J. Rose, A Handbook of Greek Mythology, 6th edn. (1958), 123. 
2 Lucretius: De Rerum Natura, trans. R. C. Trevelyan (Cambridge, 
1937), 166. 
3 The Four Loves (1960), 106. 
4 Unlike the Shorter Oxford, the OED does not include the word 'sexual' in any e inition'of e or tic nor does Chambers Dic- 
ti_ (1929 reprint). Webster's Third New International 
Dictiona (1961 edn. ), however, does. Is not in fact the 
predominantly sexual usage a, matter of the last decade or so? 
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which extends from the wholly spiritual at one extreme to the 
wholly carnal at the other. C. S. Lewis plots admirably the 
extreme carnal limit to this spectrum when he says that sexual 
desire without love 'wants "it", the "thing in itself".... The 
"thing", is a sensory pleasure; that is, an event occurring 
within one's own body. We use a most unfortunate idiom when we 
say, of a lustful man prowling the streets, that he "wants a 
woman". Strictly speaking, a woman is just what he does not 
want. He wants a pleasure for which a woman happens to be the 
necessary piece of apparatus' (The Four Loves, p. 109). The 
hundred years spanned by this thesis can show a number of poems 
which describe the 'it' or 'thing in itself' of sexual relations, 
and Professor Lewis's formulation will be useful when we come 
to consider some of the reductive sexual attitudes of the 
Restoration period. But for the moment I want to plot a point 
on the spectrum which has a much greater bearing on the theme 
of this thesis and which lies a modest but significant distance 
'in' from Professor Lewis's bleak outer limit. In the passage 
from De Rerum Natura which immediately follows that quoted 
above which describes 'this desire we call Venus', Lucretius 
argues that the best way to ward off love is to indulge in 
inconstant love-making ('volgivaga Venere') 
1 
as otherwise the 
sore of love will quicken and grow inveterate by feeding. The 
passage continues: 
Nor. does the man-who shuns love go without 
The fruits of Venus; rather he makes choice 
Of joys that bring no after-pain: for surely 
The pleasure of intercourse must be more pure 
For those that are heart-whole than for the love-sick. 
1 'si non prima novis conturbes volnera plagis 
volgivagaque vagus Venere ante recentia cures 
auf also possis animi traducere motus. ' (11.1070-2) 
-10- 
(Trevelyan, p. 167). Lucretius here expounds one idea of 
sexual relations which is to haunt the Renaissance imagination, 
that of sexuality as an autonomous experience the sole justi- 
fication for which is mutual pleasure. For Lucretius, and 
still more for Ovid, the 'thing in itself' does not exclude 
tenderness or mutual consideration, but it does involve prising 
sexuality loose from its matrix in love. 
For a Christian moralist like C. S. Lewis the Lucretian 
idea of sexual autonomy is the basest heresy. Lucretius is 'a 
great poet', he concedes, 'but "Lord, what beastly fellows 
these Romans were. "' (The Four Loves, p. 110). His comments 
on Ovid, whose Ars-Amatoria is the classic text for the auto- 
nomous nature of the sexual experience, are equally dismissive. 
In one essay he calls Ovid 'the real pornographer'1 and else- 
where he condemns the poet and his audience for considering 
love to be 'one of the minor pecadilloes of life. '2 Here, 
then, is another point on the amatory spectrum. C. S. Lewis 
considers sexual experience without love and outside the bonds 
of marriage as wrong and un-Christian; sexual experience for 
its own sake, or what I call sexual autonomy, is 'beastly' and 
pornographic. Between Lucretius and C. S. Lewis, between love- 
making as An autonomous activity and love-making as a Christian 
sacrament, lies the sub-spectrum of amatory feeling which is 
the subject of this thesis. 
1 'Four-Letter Words', CQ, 3, No. 2 (1961), 120. However in 
The Four Loves he ' ref er's to 'cheery old Ovid, who never 
either ignored a molehill or made a mountain of it' (113). 
2 The Allegory'of Love (Oxford, 1936), 6. 
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Professor Lewis's position makes for good morality but 
it is doubtful if it necessarily makes for good poetry. Rela- 
tively few great love poems have been written. to celebrate 
marriage whereas adultery, seduction, and unrequited love 
feature largely in the literatures of the West. If this is 
true of love poetry in general, it is even more true of poetry 
with a sexual bias., Eroticism finds its best subject-matter 
in liaisons rather than in fixed relationships because it is 
only in a liaison that the sense of flux, of impermanence and 
of movement towards a climax that characterizes the- erotic ex- 
perience, can find expression. In an erotic situation the 
lover's eye plays over the body of his mistress, the success 
of a persuasion-to-enjoy lies in the balance, the physical act 
hastens on to the 'little death' of its consummation - it is 
all a drama of expectation, movement and uncertainty. The ex- 
perience while it lasts exists in a sphere beyond responsibility 
or moral accountability. It is neither right nor wrong, it just 
is. 
Ovid's fascination for Renaissance amorists lay in his 
clear demonstration of these facts. The Amores and the Ars 
Amatoria give' expression to what is by Christian standards a 
blatant immoralism. The immoralism had been there all along 
in courtly love, fot as C. S. Lewis reminds us, 'any idealization 
of sexual love, in a society where marriage is purely utili- 
tarian, must begin by being an idealization of adultery' 
(Allegory of Love, p. 13); yet it is' only with the acceptance 
of Ovid as 'praeceptor Amoris' at the Renaissance that the 
immoralism is seen, and by some welcomed, for what it is. Ovid's 
lover may be a professional courtesan, a freed slave-girl, or 
-12- 
a married woman, but - almost by definition - she cannot 
be his wife. 
1 Eroticism, which Georges Bataille describes 
as a 'psychological quest independent of the natural goal: 
reproduction and the desire for children', 
2 is by its 
nature anti-marriage and un-Christian. When therefore 
Professor Lewis condemns Ovid as 'the real pornographer' 
and Lucretius as a 'beastly fellow', what he really means 
is that he disapproves of erotic art as such. 
Montaigne had no Christian scruples to contend with 
and he was certainly no enemy to erotic art. When there- 
fore he criticises Ovid, it is the tactics rather than the 
substance of Ovid's immoralism that he disapproves of. At 
the conclusion of Amores I, v Ovid presses Corinna's body 
against his own ('et nudam pressi corpus ad usque meum'), 
and it is this detail that prompts Montaigne to write in 
the Es_ sais (III, v): 'Mais il ya certaines autres choses 
qu'on cache pour les montrer. Oyez cettuy-lä plus ouvert, 
Et nudam pressi corpus adusque meum, il me semble qu'il me 
chapone.... Celuy qui dict tout, il nous saoule et nous 
desgouste; celuy qui craint a s'exprimer nous achemine a 
en penser plus qu'il n'en y a. I1 ya de la trahison en 
cette sorte de modestie,. et notamment"nous entr'ouvrant, 
1 See Herman Fränkel, Ovid: A Poet Between Two Worlds, 
Sather-Classical Lectures, 18. (Berkeley and Los Angeles, 
1945);. 24-26. 
2 Eroticism, trans. Mary Dalwood (1962) 11. This is a 
translation of L'Eroticisme (Paris, 1957). ' 
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comme font ceux cy, une si belle route ä l'imagination. '1 
Montaigne doesn't question the moral basis of Ovid's action, 
but what he does question is the literary propriety of des- 
cribing that action in such a way as to leave no 'fine route' 
open to the imagination. Montaigne here makes explicit a 
view of eroticism which many of the poets in the period under 
review implicitly share. The immoralism which for reasons of 
tact or moral scruple cannot be stated can at least be sug- 
gested. To transcribe directly the intimacies of love-making 
is either wrong or bad tactics, but to let the reader catch a 
glimpse of a girl's body as the wind disorders her clothing 
. (see below, Chapter 2) is to do no more than profit from cli- 
matic conditions. Most of the poetry I discuss in fact practises 
what Montaigne preaches and thereby occupies a position mid-way 
between Lucretius and C. S. Lewis. The erotic poet cannot openly 
accept the autonomous status of the sexual experience because 
he is nominally a Christian, but he nevertheless finds the 
seductions of 'volgivaga Venere' impossible to resist. He 
therefore plays a sort of game, 'hiding so as to show' and 
deliberately 'committing treason' so as to 'open up a route 
to the imagination'. Like Montaigne he 'somewhat give [s] way 
unto licentious allurements' and employs his mind in''wanton 
1 Oeuvres Complete srBibliotheque de la Pl4iade (Paris, 1962), 
858. . John Florio translates this passage as follows: 'But there are certaine other things which men conceale. to shew 
them. Here this fellow more open .... Me thinkes he baffles 
me, Q. iterally ; capons me].... He that speakes all he knows, 
doth cloy and distaste us. Who feareth to expresse himselfe, 
leadeth our conceite to imagine more than happily he con- 
ceiveth. There is treason in this kind of modesty: and 
chiefly as: these do, in opening us so faire a path unto imagination.,... ' 'The Essays of Montaigne, Tudor Translations 
(1893), III,. 108-9. 
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and youthfull conceits, wherein she recreates hir selfe. ' 
At this point I should like to make an excursion into the 
psychology of eroticism. What exactly do we mean when we say 
that a work of art incites erotic feeling? My answers to this 
question are necessarily tentative and inexpert, but I neverthe- 
less believe that some account of the mechanism of desire must 
be given if only to set the scene for the discussion of the 
'strategies' of eroticism which follows. 
The psychology of eroticism may be more easily illustrated 
from the visual arts than from poetry. A picture with undoubted 
erotic appeal is Boucher's Mademoiselle O'Murphy which hangs in 
the Alte Pinakothek at Munich. 1 It shows a naked, teen-age girl 
lying face downwards on a'divan with her legs splayed out on 
pillows and her gaze fixed on what one imagines to be a'door, 
off-canvas to the left. Her name is Luisa O'Murphy and she is 
one of the very young girls whom Louis XV kept for his pleasure 
in a group of houses at Marly called the Pare aux Cerfs. 2 Her 
attitude and posture seem to imply that a visitor is expected, 
possibly the king himself. 
I do not think that any male viewer who stands in front of 
Mademoiselle O'Murphy is responding fully or even adequately to 
what the picture has to'offer unless'he feels a measure of desire 
for the girl portrayed. We cannot 'take possession' of the pic- 
ture unless in a sense we imaginatively take possession of the 
girl; -to view her as' an aesthetic object' is 'to fail' to' respond 
as Boucher intended and as the picture demands. ' We speak of 
1 The'painting is reproduced in Edward Lucie-Smith's Eroticism in Western Art (M2), '99*' 
See H. D. Molesworth; The Princes (1969) v, 139' 
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'life' on the one hand and of 'art' on the other, but faced 
with masterpieces of religious or erotic art this dichotomy 
is apt to break down. Great works in either category do more 
than invite us to contemplate - they also urge us to become. 
Faced by Luisa O'Murphy on her couch, we in a sense 'become' 
her lover, even to the extent of sharing the incipient physio- 
logical response of a real-life lover faced by a real-life teen- 
age courtesan. Such is the inescapable burden of complicity 
imposed on us by an art which invokes a primal appetite. 
This possession, or osmosis between viewer and viewed, is 
however qualified in one very important respect. The difference 
between looking at, and desiring, Miss O'Murphy in the flesh and 
looking at, and desiring, her in Boucher's painting is precisely 
that in the second case it is a painting that we are looking at. 
I don't mean by this merely the obvious fact that in the second 
case, unlike the first, we cannot act upon our desire, but rather 
that in the second case a good deal more besides desire enters 
into our response. It is, however, still 'desire' that-we are 
dealing with. My objection to calling the process 'sublimation' 
is that the Freudian term appears (at least in popular usage) to 
imply a negation of the libido, or at any rate its transformation 
into some analogous form of energy. In fact what happens, as I 
see it, is that the libido remains active even though it has its 
edge blunted, and its aim distracted, by'the spectator's response 
to the totality of what-he sees. What this 'totality' actually 
consists of is enormously difficult to describe. Part of it is 
inherent in the medium itself -'colour, line, pattern, virtuosity 
of treatment., "Part derives from that complex of determinants we- 
call 'culture'', -. 'a sense of-the picture as an artefact"--taking its-, --- 
place in as' specific tradition of art, or bearing witness to the 
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quality of a civilization of which it is an expression. (That 
civilization in fact supplies us with the key which makes it 
possible for us to "see' the picture at all; without prior know- 
ledge we would not know whether a dancing-girl was a prostitute 
(in a painting by Toulouse-Lautrec) or a hand-maiden of the Lord 
(on the wall of a Hindu temple). ) Even the setting is part of 
the totality of an individual spectator's response - Boucher's 
painting would obviously have a*different significance in a king's 
bed-chamber than it does on the walls *of a gallery. For the well- 
trained observer (the untrained observer may well press any work 
of art into the service of his erotic fantasies) all this and 
more forms part of what he responds to as he stands in front of 
the painting of a pretty woman in a wanton pose. 
One must nevertheless continue to emphasize that sexual 
desire, however well assimilated into a complex of other deter- 
minants, will nevertheless continue to form an important part of 
the spectator's total response to that work. Erotic art is there- 
fore irremediably kinetic in the sense that Stephen Dedalus de- 
plores in-Joyce's A Portrait of the Artist: 'The feelings ex- 
cited-by improper art are kinetic, desire or loathing. Desire 
urges us to possess, to go to something; loäthing urges us to 
abandon, to go from something. These are kinetic emotions. The 
arts which excite them, pornographical or didactic, are there- 
fore improper arts. The aesthetic emotion (I use the general 
term) is therefore static. The mind is arrested and raised above 
desire or loathing. '1 Lynch's reply to this is inelegant but to 
the point: 'One day I wrote my name in pencil on the backside of 
A Portrait of the Artist as a Young Man, definitive text 
ed. Richard Ellmann(New York, 1965), 205. 
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the Venus of Praxiteles in the Museum. Was that not desire? ' 
One can agree that it was-indeed 'desire' without conceding 
on the one hand that an appropriate response to the Cnidian 
Venus need be that kinetic (although, as Kenneth Clark reminds 
us, one visitor to the original statue, 'carried away by his 
excitement, leapt on her pedestal and threw his arms round her 
neck'1 - obviously both he and Lynch were 'untrained' spectators), 
but without on the other going so far as to accept Stephen's 
preference for an aesthetic experience which is wholly 'static'. 
Need we in fact feel guilt when faced with an 'improper' 
art which excites desire or loathing, or which urges us 'to pos- 
sess, to go to something'? Personally, I think not and am dis- 
posed to accept D. H. Lawrence's opinion that 'half the great 
poems, pictures, music, stories of the whole world are great 
by virtue of the beauty of their sex appeal'? and to agree with 
Lionel Trilling when he says that to portray 'the actual sexual 
conduct of human being... is a perfectly respectable artistic 
enterprise [even though it] raise lustful thoughts in the reader. i3 
Those 'lustful thoughts' are (as I have argued) modified in prac- 
tice into something more manageable and less imperative than the 
feelings we might experience when faced by a real-life stimulus, 
but they are nevertheless unmistakably still associated with 
sexual desire. To this extent Stephen Dedalus is right. Erotic, 
and in a different sense religious, art is improper art; it is 
less 'pure' in either sense of the word than any other experience 
art can afford, and it is no doubt this which explains its per- 
ennial power to give offence. 
1 The Nude (1956), 73. 
2 Sex, Literature and Censorship, ed. Harry T. Moore (1955), 201. 
3 'The Last Lover', Encounter, 11, No. 4 (October 1958), 10. 
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Another famous painting, Bronzino's allegory of Venus, 
Cupid, Folly and Time in the National Gallery, l has I believe 
a subtly different effect on the spectator. Here the extreme 
virtuosity of the treatment and the fascination of the icono- 
graphic scheme barely hold in balance (if indeed they do) the 
erotic disturbance caused by the lubricity of Cupid's pose and 
the suggestive wantonness of the way he holds Venus's breast and 
kisses her on the lips. ' Venus's posture too suggests a maximum 
degree of sexual availability. No doubt we are more sensible 
about these matters than the Victorians, who painted in leaves 
and draperies to hide the more 'shocking' anatomical details. 
2 
Nevertheless they had a point. To them it appeared obscene and to 
us, whether or not we agree about the obscenity, it wavers some- 
where near the borderline between powerful erotic art and high- 
class pornography. (Bronzino and Pietro Aretino were, one notes, 
near-contemporaries. )3 Whether such a judgement is well founded 
is not in itself important in the present context; I merely wish 
to draw attention to a tendency, for which this painting, which 
is both famous and accessible, provides a convenient reference 
point, whereby the sexual provocation a picture affords becomes 
in some way disproportionate to that picture's ability to control 
and absorb it. As a result the spectator's excitement has, so 
to speak, nowhere to go and he remains both over-heated and 
1 The painting is--reproduced on p. 64 of Eroticism in Western Art--and-on the dustjacket of The Penguin Book of Love Poetry, ems Jon Stallworthy (1973). 
2 The'picturein its bowdlerized-state may be-, seen in Heinrich W' 1fflin's' Classic'Art, Phäidon" Paperback `(1968)-, 196. ; .., 
3 But Erwin Panofsky makes Iit, clear that Bröniino's intention 
appears to have been a moral one; see Studies in Iconograp Y (New. York, °, 1939), 869l1: , 
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frustrated, a condition towards the amelioration of which no 
amount of 'training' can help him. The only place where in 
fact his excitement could go is either into direct sexual ex- 
perience on the one hand, or into masturbation on the other. 
These are the inevitable effects of an art which too exclusively 
or too insistently 'urges us-to possess, to go to something'. 
It will be seen that there is no. hard-and-fast line be- 
tween the 'erotic' and the 'pornographic': they both aim to 
'raise lustful thoughts in the reader'. 1 The difference between 
them is partly that of presumed intention on the writer's part 
and, more significantly, of the single-mindedness of the effect 
that. intention creates. Most critics have agreed that a porno- 
graphic work is one where the aphrodisiac effect is either ex- 
clusive or at least dominant. Norman St. John-Stevas says that 
a pornographic book 'is one deliberately designed to stimulate 
sex feelings and to act as an aphrodisiac. An obscene book has 
no such immediate and dominant purpose, although incidentally 
this may be its effect. '2 Eberhard and Phyllis Kronhausen draw 
a comparable distinction between pornography and what they call 
'erotic realism': 'In pornography... the main purpose is to 
stimulate erotic response in the reader. And that is all. In 
erotic realism, truthful. description of the basic realities of 
1 This phrase, which I have already quoted, occurs in the con- text of a discussion of pornography. When Professor Trilling 
says that to raise lustful,. thoughts in a reader is 'a perfect- ly respectable artistic enterprise'.., then I think he is right, but to equate this with pornography is surely to muddle the issue and misuse language. To my mind he gives the game away in a footnote: ' 'I am aware that a pejorative meaning, is, as it were, built into the. word,, that, it derives from pýornýeý, the Greek word for prostitute. But we have no-'other word ex- 
, press, the 
idea...;, That'other word' is" surely 'erotic'.,., 
2 Obscenity and the -Law. -(1956), ° 2. _ _. ý,.... 
'r 
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life, as the individual experiences it, is of the essence. '1 
The value of this definition is enhanced later in the book by 
a point-by-point analysis of a number of features common to 
pornographic works; for example, pornography must 'constantly 
keep before the reader's mind a succession of erotic scenes. 
It must not tire him with superfluous non-erotic description.... 
The characteristic feature... is the build-up of erotic excite- 
ment in the course of the text... ', and so on (pp. 178-9). 
Dr. Kinsey of the Kinsey Report calls pornography 'literature 
or drawing which has the erotic arousal of the reader or obser- 
ver as its deliberate and primary or sole objective. '2 And Alec 
Craig describes it as any work whose 'sole aim is entertainment 
by sexual stimulation. '3 
What these definitions have in common is their insistence 
on the dominant or exclusive aphrodisiac bias of the pornographic 
work; it is concerned with an incitement to lust to the virtual 
exclusion of all else. The Kronhausens point to the corollary 
of this; when the aphrodisiac intention is paramount, then no 
attempt is made to grapple with 'the basic realities of life' 
(p. 18). Pornography is material 'calculated to stimulate sex 
feelings independent of the presence of another loved and chosen 
human being', its 'essential element' is 'the daydream as dis- 
tinct from reality. '4 It is 'fantasy writing, wish-fulfilment 
1 Pornography and the: Läw (New York, 1959), 18. The Kron- 
ausens appear to equate pornography with 'hard-core obscenity' 
and ' to- simplify the issue I have-excised this reference from 
the above 
. 
quotation. 
2. Quoted in David Loth, The Erotic in Literature (1961), 18. 
3 The Banned Books of'England and Other Countries (1962), 211. 
4 Margaret Mead,: gioted in 'Why Obscene? , 
by W. B. Lockhärt-ýý 
and R. C. McClure, in. John Chandos,. ed. ` 'To Deprave-and--l 
Corru t... '' (1962), 67. ', - 
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writing, differing from other forms of fantasy writing, such 
as romantic fiction, by being explicitly sexual.... Pornography 
is transcribed masturbation fantasy. '1 And the same writer 
continues: 'Writing conceived as art is in most ways the anti- 
thesis of pornography. It implies detachment, a rigorous exer- 
cise of the critical faculty, and the constant reference to ob- 
servable reality. It is the opposite of unchecked fantasy and 
surrender to the obsessive' (ibid., pp. 146-47). 
There is a good deal of fantasy writing and wish-fulfilment 
in the period under discussion, but in my opinion none of it is 
'obsessive' and none of it makes the raising of lustful thoughts 
its 'sole objective'. Until about 1700 the only pornographic 
works to be seen in England (leaving out of account an obscene 
romp such as Sodom) came from either France or Italy, and it is 
only after-the decline of literary eroticism in the last decades 
of the seventeenth century that the first works of English porno- 
graphy make their appearance. I shall have more to say about 
this antithetical relation between eroticism and pornography in 
the last chapter of this thesis. 
I have already given my opinion that in Bronzino's Venus, 
Cupid, Folly and Time the wanton lubricity of the subject-matter 
tends towards the pornographic.. -. Such a judgement (assuming for 
the, moment that it is a true one) is in a sense absolute; it 
implies that the picture has always been pornographic ever since 
it was 'painted.,, To, say, this, is not necessarily to imply a value 
judgement, although-in nine-cases: out often such a judgement 
will follow on almost immediately. But to call the painting 
obscene' is, to`, imply_, a_value judgement. It means that we dis- 
1 Walter Allen,: _'The 
Writer ,. 
and, the Frontiers of Tolerance 
ibid., 144. 
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approve of the picture and wish it to be hidden - or at the 
least that the offending portions be disguised. Obscene, unlike 
pornographic, is a relative term which renews its meaning with 
every change of moral fashion. At the level of personal valuation 
it is little more than a sound made to indicate disapproval. As 
Norman St. John-Stevas suggests, it may be taken as the superlative 
to 'immodest' as 'indecent' is the comparative. 
1 
Society, however, requires that every change of moral fashion 
be enshrined in law and so in legal terminology 'obscene' ceases 
to be 'a sound made to express disapproval' and becomes a con- 
cept with a well-defined meaning. Havelock Ellis's suggested 
etymology is of help at this point: 'By the "obscene" we may 
properly mean what is "off the scene", and not openly shown on 
the stage of life. '2 In other words, a book or picture is ob- 
scene if in some way, which need not be sexual, it passes beyond 
what can be allowed public representation. What this is at any 
given time can only be established by public opinion, which in 
practice means by legislature or judiciary. When Judge Learned 
Hand defined obscenity, in the course of his celebrated 1913 
protest against the Hicklin verdict of 1868, as 'the present 
critical stage in the compromise between candour and shame at 
which the community may have arrived here and now' ', 
3 
he illus- 
trated the difficulties judges face in trying to pin down a 
meaning for this elusive term.,,, Even in common parlance a mean- 
ing'depends-. upon a. community of usage, as D. H. Lawrence reminds 
us: 'What ' is- obscene to Tom is not - obscene ' to Lucy or Joe, and 
1 See Obscenity 'and , the" Law, 2. ' 
2 More Essays of - Love' and' Virtue (1931) , , _104. _.. 
3 Qted in "To Deprave 'and Corrupt. ".. " . 55. 
' uo 
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really, the meaning of a word has to wait for majorities to 
decide it. '1 But today, even more than in 1913 or 1929 when 
Lawrence wrote his essay, public opinion is hopelessly at vari- 
ance as to where (if anywhere) such a meaning can be given and 
such a 'compromise between candour and shame' enforced. At one 
extreme there is a reluctance to find any use for the word at 
all, as represented by the 1969 report of the Arts Council 
Working Party ('it is impossible to devise a definition of 
obscenity that does not beg the question or a rational proce- 
dure for weighing depravity and corruption against artistic 
merit and the "public good"'), and at the other there is a 
Jesuitical severity of definition that would categorize as 
'obscene' material of any erotogenic tendency whatsoever ('it 
consists in the intrinsic tendency or bent of a work to arouse 
sexual passion, or, to put it more concretely, the motions of 
the genital apparatus which are preparatory to the complete act 
of sexual union'). 
2 
The law is left to steer a middle course 
between these extremes as best it may. 
In the hundred-year period covered by this thesis, the 
definition of obscenity was at once simpler and more complex 
than it is today. In the public domain the ecclesiastical author- 
ities could declare a-collection of works obscene by fiat, as 
Archbishop Whitgift and Bishop Bancroft did on 1 June, 1599. 
1 Sex, Literature and Censorship, 195. The context, however, 
makes it clear that Lawrence ad scant respect for the lexi- 
cographical wisdom of 'majorities'. 
2 The Obscenity Laws (1969), art. 6 of 'Conclusions', 35-36; 
and Harold Gardiner, S. J., Catholic Viewpoint on Censorship 
(Garden City, New York, 195 , 64. Harry M. Clor, who quotes this definition in his Obscenity and Public Morality (Chicago 
_ .. and 
London, 1969), right y says. t a _.. it - is. ou tu -that this definition of obscenity could command the assent of any large 
percentage of Americans outside the Catholic faith' (213). 
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But for the individual writer there were in addition to the 
external checks the inescapable promptings of his own conscience. 
In a moral sense, whatever moves a step from the Christian base 
towards Lucretian or Ovidian sexual autonomy is necessarily a 
step in the direction of 'lust' and therefore obscene. This is 
the moral dilemma which underlies the whole period and accounts, 
I believe, for the willed and generally unjoyous character of 
its erotic art. 
In the first section of this Introduction I have attempted 
to define the three words with sexual connotations I shall be 
using in this thesis. The 'erotic' is whatever describes sexual 
behaviour or evokes sexual feeling; the 'pornographic' is that 
description or evocation in a context which is exclusively aphro- 
disiac; and the 'obscene' is what at any moment offends widely 
held standards of reticence and moral scruple. A bold general- 
ization might see the erotic, and more specifically the erogenic, 
l 
as characterizing much-Elizabethan and Caroline love poetry; the 
obscene as the dominant mode of Restoration sexuality; and the 
pornographic as helping to fill the gap left by both after their 
decline in the years following 1680. To divide my material in 
such a schematic way is of course to over-simplify hugely, but 
there is nevertheless sufficient'truth. in such a division to 
provide a; rough-and-ready framework for what is to. -follow., 
1 ''_Ero epic: "' - That -gives y rise`tos-sexual" desire' 
-25- 
ii. The Strategies of Eroticism. 
Unstable dreme according to the place 
Be stedfast ons: or els at leist be true... 
Such mockes of dremes they torne to dedly pain. 
('Unstable dreme': Wyatt) 
It was no dreme: I lay brode waking. 
('They f le from me': Wyatt) 
Boucher's Mademoiselle O'Murphy suggests a solution to the 
problem of what happens when we experience an erotic work of art. 
I should now like to examine another and related problem: What 
are the means whereby such an effect is produced? How does an 
artist ensure that a specific work of art transmits a strong 
erotic charge? 
I would suggest that the artist's first strategy is to per- 
suade the reader or spectator that he is faced by a particular 
person, or persons, in a particularized setting; Montaigne's 
'fine route to the imagination' must lie open and there must be 
familiar landmarks along the route to tempt the imagination to 
pursue its journey. There are, of course, more generalized forms 
of the erotic which do not depend upon specificity. There is, 
for example, the diffuse erotic suggestiveness of much music (I 
am thinking in particular of Kierkegaard's discussion of Don 
Giovanni in 'The Immediate Stages of the Erotic'), or of those 
great baroque ceilings covered with undifferentiated naked god- 
desses of which John Berger, has written: 'Men of state, of busi- 
ness, discussed under paintings'like_this. When one of them felt" 
he had been outwitted, .. 
he, looked up for consolation. What he saw 
reminded him that he was a man. ', - Such paintings may boost male 
1y ys of Seeing (London and Harmondsworth, 1972), 57. 
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sexual morale, but they do not, I believe, evoke desire. 
Edward Lucie-Smith has pointed out that the female nudes in 
Boucher's mythological paintings 'conform to a generalized 
type, which, like all types, has much less power to arouse the 
erotic imagination than something absolutely specific. ' But 
then referring to Mademoiselle O'Murphy he goes on to say that 
she 'retains sufficient traces of individual identity to make 
one wonder what it would be like to go to bed with her' (Eroticism 
in Western Art, pp. 98-9). In other words, Don Giovanni, baroque 
ceilings, and Boucher's mythological paintings all excite sexual 
awareness but it is Luisa O'Murphy, a specific girl in a specific 
place, who opens up a fine route to the imagination and inspires 
desire. (It must, however, be conceded that this nexus between 
eroticism and the specific is true only to a certain point. 
There are some works which are so sharply individualized that 
they close the door to the imagination and throw us back from 
the possibilities of erotic dream-fulfilment into the sobering 
complexities of real-life sexuality. Faced by some representa- 
tions of a naked woman the spectator 'cannot deceive himself 
into believing that she is-naked for him' He cannot turn her 
into a nude' (Ways of Seeing, p. 58). ) 
There. is a second and, related strategy, of erotic stimulation 
which is, the: invention of. a temporal sequence of events; an 
erotic. painting. may`constitute a frozen moment of that sequence, 
whereas in a,, literarywork'the_whole sequence often exists within 
the boundaries of. theý. work itself. --Seen 
in. this light, Mademoiselle 
O'Mrp y-is-a-: dramatic scenes where what went before 
(the, girl un- 
dressing and laying herself with artful artlessness on the divan) 
and-what comes after (the, king's arrival and the consequent love- 
making). can readily be inferred. 'The_background is in keeping 
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with such a scenario. There is scenery: a divan, crumpled 
sheets, a framing curtain. There is lighting: a warm glow 
which lights up the girl's body but leaves the rest of 
the 
room in darkness (compare the very different erotic effect of 
the lighting in Manet's Olympia). And most eloquent of all, 
there is the tense expectancy of the girl's posture which sug- 
gests the imminence of erotic action. The whole scene is pro- 
jý! cted 'towards' the spectator in quasi-dramatic terms. 
Even in pictures where it is not possible to envisage- 
such a clear-cut scenario there is usually a latent impulse 
towards movement. Lely's famous nude portrait of Nell Gwynn 
shows Nell lying back on. cushions in a totally passive attitude, 
but her passivity in itself constitutes an implicit invitation 
to the viewer and the promise of erotic action. She is acces- 
sible and ready to be taken; in his imagination the viewer may 
use her as he wishes. 
1 
This is the sort of implicit scenario 
that pornography makes explicit: films, stage shows, and the 
stills in 'hard porn' picture books are all ways of portraying 
or suggesting a sequence of, erotic happenings. The baroque 
style in particular seems an, extraordinarily appropriate vehicle 
for such scenarios. One has only to think of Bernini's statue 
of Apollo and, Daphne_, at the Villa Giulia in Rome to see how 
well that style lends itself to the drama:. of catching erotic 
sensations onthe wing.,.,.. 
I want now to turn from painting to poetry to see if what 
I have . written, about, theseýtwo erotic strategies of specificity 
and dramatic immediacy can'be substantiated in literary, terms. 
1 'See-Ways of Seeing, 52:. 
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The poem I have chosen for my argument is Wyatt's 'They fle 
from me that sometyme did me seke', a remarkable - and remarkably 
isolated - example of literary eroticism of a kind which is not 
to be equalled in Renaissance England until the 1580s. The poem 
is not only unrepresentative of its period but uncharacteristic 
of Wyatt's work as a whole; it is, as C. E. Nelson points out, 
'Wyatt's only poem that has erotic, as opposed to amatory, con- 
1 tent... and it] makes a direct sensual appeal. ' 
Discussion of this poem is bedevilled by the sheer quantity 
of criticism it has engendered - one is reminded, as one works 
through the Chinese Wall of commentary that surrounds it, of 
D. J. Enright's comment that 'what is going to kill reading in 
our time is writing. '2 A great deal of misplaced speculation 
has, in my opinion, been expended on the identity of 'they' in 
the first stanza: 
They fle from me that sometyme did me seke With naked fote stalking in my chambre. 
I have sene theim gentill tame and meke 
That nowe are wyld and do not remembre 
That sometyme they put theimself in daunger 5 
To take bred at my hand; and nowe they raunge Besely seking with a continuell chaunge. 3 
Most critics agree that 'they' refers to the poet's lovers in 
the happier days before they grew 'wild' and began to 'raunge', 
although S. F. Johnson denies even this ('the first stanza is 
wholly metaphorical'), while E. E. - Duncan-Jones assumes that the 
plural pronoun disguises the identity of a single woman, pre- 
1 'A Note on Wyatt'and Ovid', MLR, 58 (1963), 61. 
2 Conspirators and Poets (1966), 126. 
3 Collected Poems of Sir Thomas Wyatt, ed. Kenneth Muir and Patricia Thomson (Liverpool, 1969), No. xxxvii., 27. 
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sumably the lady referred to in the second stanza. 
1 
And in 
the secondary or metaphorical sense are 
Hainsworth and George Whiting maintain? 
2 
falcons (A. K. Moore and Ann Berthoff)? 
3 
. LL 
'they' birds, as J. D. 
Or more specifically 
Or the doves of Venus 
(F. M. Combelläck)? T Or deer (Harry Morris, Leonard Dean, F. W. 
Bateson and others)? 
5 
Or courtiers (S. F. Johnson)? Or birds, 
mice or rats (William Empson)? 
6 Donald M. Friedman and A. S. 
Gerard deny that 'they' are any one of these creatures and 
Gerard even ventures to suggest that it does not really matter 
anyway. 
7 
Finally R. K. Greene takes pot-shots at all and sundry, 
for the most part with an excellent scholarly aim and peppering 
his targets with some much needed asperity. 
8 
1 Explicator, 11 (1952-3), item 39 and Explicator, 12 (1953-4), 
item 9. 
2 'Sir Thomas Wyatt's Use of the Love Convention' EC, 7 (1957), 92" and 'Fortune in Wyatt's "They flee from me"S, -EC, 10 (160), 221. - 
3 'The Design of Wyatt's "They fle from me"', Anglia 71 (1952-3), 104-7: 
sand 
"The Falconer's Dream of Trust: Wyatt's 'They fle from me"', Sewanee Review, 71 (1963), 483-90. 
4 Explicator, 17 (1958-9), item 36. 
5 ''Birds, Does, and Manliness in "They fle from me"', EC, 10, 489-92; L. Dean, ed., Renaissance Poetry, 2nd edn. (New York 1950), 3; and English oetry: Critical Introduction (19503, 
143. 
6 See Philip Hobsbaum, A Theory of Communication (1970), 125. 
7 'The Mind in the Poem: Wyatt's "They fle from me"'., -SEL, 1 (1961), 7; and 'Wyatt's; "They fle from me"', EC, 1(1&1), 359. 
8 'Wyatt's "They fle from me" and the Busily Seeking Critics', 
ý5 Bucknell Review, 12, No. 3 (1964), -17-30. - 
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Another crux has been the identity of the lady in stanza 
two: 
Thancked be fortune, it hath ben othrewise 
Twenty tymes better; but ons in speciall 
In thyn arraye after a pleasaunt gyse 10 
When her lose gowne from her shoulders did fall, 
And-she me caught in her arms long and small; 
Therewithall swetely did my kysse, 
And softely said 'dere hert, how like you this? ' 
For E. M. W. Tillyard, A. K. Moore and Harry Morris she is a lady 
of flesh and blood, 
1 but other critics argue that she is also 
a personification of dame Fortune (G. F. Nott, F. M. Padelford, 
E. K. Chambers, Hainsworth, and Johnson), 
2 
or even (rather cur- 
iously in view of the specificity of the image) dame Fortune 
alone (Johnson and Whiting). Again it takes R. L. Greene to 
point out that Wyatt's lady is quite unlike the traditional 
mediaeval image of Fortune in virtually every respect. Fortune, 
he says, 'is not clean in her person. She is proud, wrathful, 
envious, and deceitful. She is much more interested, as a rule, 
in intervening in a man's public or financial career than in his 
private love affairs' (art. cit., p. 29). In general, however, 
the erotic suggestiveness of the stanza is widely acknowledged, 
one critic even descending so far into the demotic as to speak 
of its 'general sexy tone' (Combellack, art. cit. ). 
It is tempting to pursue these critical debates into the 
third stanza where interpretations 'raunge' ever more widely, 
but Philip Hobsbaum's comment that all. these disputed details 
'do not seem to interfere with an overall interpretation of the 
1 The Poetry of, Sir Thomas Wyatt (1929),. 155-6; Moore, 108;,, 
and Morris, 484-89. 
2` The Works-of'Henry Howard and'Sir'Thomas Wyatt (1816)', ' II, 
546; ed,,. Early Sixteenth-CenturyLyrics (Boston' and London,, 
1907) xxxv; ' Sir Thomas Wyatt and Some Collected Studies (19333,126; ainswort , 93; -and Johnson, art. cit. 
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poem' (op. cit., p. 125) is a timely reminder that what a poem 
'conveys' may be rather more important than what it purports to 
'mean', particularly as there are some very effective poems (and 
I suspect this is one of them) where no final and unequivocal 
meaning seems ascertainable. At any rate what Wyatt's poem con- 
veys is an erotic experience of some intensity and it is with 
this - and with the strategies whereby it is realized - that I 
am here concerned. The critics' search for meaning is neverthe- 
less in itself significant because what it testifies to is a high 
degree of ambiguity in the first and third stanzas of the poem. 
The contrast between these areas of ambiguity and the sharply . 
realized erotic vision in the second stanza has, in my opinion, 
a very great deal to do with what the poem 'conveys'. 
Wyatt's first stanza is as imprecise as it could possibly 
be. The events referred to happened 'sometyme' - perhaps two 
years ago, perhaps ten. The changes of tense ('fle... did me 
seke... I have sene... nowe are wyld... put theimself... nowe they 
raunge'), with the consequent restless dialectic from present to 
past and from past back to present, adds to our sense of dream- 
like disorientation. We do not know who the women are who stalk 
with naked foot through Wyatt's chamber and cannot be sure what 
animal or bird they are being compared to. We cannot even give 
a good reason why they should stalk him with 'naked' foot thereby 
implying that they have undressed on purpose, surely an unlikely 
detail in the context of Tudor court life. And in terms of the 
implied comparison, *in what sense can an animal or bird's feet be 
said to be 'naked'? Some of the answers to this question are more 
ingenious than persuasive. For example,. Anne Berthoff says that 
the bird's foot is naked because its jesses have been tempor r a ily 
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removed (art. cit., p. 489) and F. M. Combellack refers us to 
the 'naked' pink feet of the 'members of the family Columbidae 
in Witherby, Jourdain, Ticehurst, and Tucker, Handbook of British 
Birds... ', and so on. My own small contribution to this chron- 
icle of uncertainties is to point out that 'naked fote' does not 
necessarily have to refer to Wyatt's predatory mistresses at all; 
it could just as well refer to Wyatt himself, as though he were 
saying: 'They now run away from me who once came looking for me 
as I stalked about my room in bare feet'. Although 'with naked 
fote stalking' appears syntactically to go with 'they' in the 
first line, yet it is not difficult to imagine a deliberate in- 
version in line two in a stanza the whole point of which I believe 
to be the evocation of a mood of 'continuall change'. 
The abrupt matter-of-fact tone of, 
Thancked be fortune, it hath ben othrewise Twenty tymes better, 
jerks us back into the land of the living. The events referred 
to in this second stanza may be long past but they nevertheless 
have a reality which is quite unlike that of the shadowy, dream- 
like events of the first stanza. A real girl confronts us, par- 
ticularized as to appearance (her arms are-'long and small'), 
gesture ('her lose gowne from her shoulders did fall') and speech 
('dere hert, how like you this'). %,. The very-specificity of-theý 
scene (Wyatt, insists that it was Fons in speciall') is the-con- 
dition of. our erotic involvement. As'when, we stand in front of. 
Boucher' s- Mademoiselle O'Murphy, *we have an overwhelming sensa- 
tion of being facedby a real girl in-a real place - she confronts 
us: withwthe immediacy: of. a figure. out of our wanton daydreams. --; t- 
But, ,. Wyatt . sternly assures us-at-the beginning. of =, the , next: 
stanza, : this was - positively, no. dream:.. ; 
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It was no dreme; I lay brode waking. 
15 
This statement can be read in either of two ways: 
'This really 
did happen, I can swear that I did not make it up'; or, 
'Then 
at least I was awake and alive unlike now when it 
is as though 
I were asleep again'. (For the kind of love 
'dreme' that Wyatt 
here repudiates, see the epigraph to this chapter. 
) The rumi- 
native vagueness of the next six lines, a vagueness which 
has 
encouraged a flood of interpretation, is entirely appropriate 
to the dramatic scenario: 
But all is torned thorough my gentilnes 
Into a straunge fasshion of forsaking; 
And I have leve to goo of her goodeness, 
And she also to use new fangilnes. 
But syns that I so kyndely ame served, 20 
I would fain knowe what she hath deserved. 
Wyatt is now back among the uncertainties and confusions of the 
present moment and has to pick his way through the complexities 
of evaluation and moral judgement. Critics have discussed at 
length the courtly-love significance of 'gentilnes', the sexual 
overtones of 'served', and the two or more meanings of 'kyndely'. 
But the uncertainties and confusions extend even to the syntax, 
as I believe they may also do with the 'naked fote' of stanza 
one. As far as I know, no critic has commented on the difficulty 
of making sense out of lines eighteen and nineteen. If we take 
line eighteen to mean: She has been good enough' (heavily sar- 
castic) 'to let me go' (i. e. the baggage has given me my marching 
orders), then who is giving the 'leve' to use new fangilnes (i. e. 
to be as unfaithful as she likes) in line nineteen? Presumably 
Wyatt. But why should he say this? There is little virtue in 
giving the girl permission to-do something she intends to. 'do any- 
way, nor can. I seeýthat Wyatt's amour-propre will be salvaged by 
a permission given after , the: event. , 
But in terms ofranexperience 
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'conveyed', the syntactical indeterminateness of these lines is 
admirably expressive. It gives Wyatt's uncertainty and per- 
plexity with a considerable precision and here is a case where 
a greater'degree of denotation, or 'meaning', would weaken the 
force of the connotation, or what emotional form the poem 'con- 
veys'. The ambiguities of evaluation and conduct are summed up 
in that painfully limping last line: 
I would fain knowe what she hath deserved 
where it is as if Wyatt were saying: 'I have lost my bearings; 
how then do I come to terms with this faithless creature and 
with the memories I have of-her? ' 
The key to the poem lies, I believe, in a term that I have 
already used: 'dramatic scenario'. The poem is what Donald 
Friedman calls 'a dramatization of the mind of an imagined 
figure', 1 a dramatic monologue almost as Robert Browning might 
have conceived it. The speech rhythms are those of a man talking, 
arguing, expostulating with himself. At first the tone is rumi- 
native. - Wyatt cannot understand why or how such a terrible change 
in his fortunes can have occurred. ýAt the beginning of the second 
stanza the note changes abruptly, becomes eager and factual as 
memory stirs. The heavy accent on 'thanked' has the effect of 
a fist coming down on the table - one can't read the poem aloud 
without'energy entering,, -into the voice at this point. The sweet- 
ness of remembered experience', in the-second stanza flows-in the 
mouth like honey'('And... and... ') as if. there could be no-break' 
1 Friedman, 3. By calling it 'the mind of an imagined figure' 
Mr: ""Friedman"implies--that the-mind"is'not -necessarily Wyatt's. 
:, However-questions-about-the relation between a. poet and his 
. personae-. are-. impossible to resolve and -1 shall. therefore take it: that': the-poem, is"spoken"-by: Wyatt.. Hallett; Smith also ' dis-. 
cussesithe'poem in terms of"its-dramatic organisation'in; 'The, - 
Art of Sir Thomas Wyatt! , HLQ, ` 9; (August 1946), 323-55. " 
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in the happy sequence of events. Then in the third stanza 
comes Wyatt's awakening to the realities of his present state, 
seven flat monosyllables in a row like tombstones to his dead 
hopes. The very absence of'unstressed syllables, with the ? x- 
ception of 'wak-ing', gives the line an extraordinary emphasis as 
if Wyatt were determined to impress upon us the truthfulness of 
his account ('mark my words, this was the truth! And to con- 
vince you I'll say it in unrhythmic prose as there must be no 
poetic distractions at this point'). And finally the poem runs 
down, its energies and syntax clogging, to the dispirited be- 
wUderment of the last line, a line-that no conceivable reading 
will make sound musical. 
The significance of the poem is not confined to that vivid 
picture of a girl letting her gown slip off her shoulders, but 
it will be enough for present purposes if we agree that this 
scene is the high spot of the poem and that it derives its at- 
mosphere of hallucinatory erotic vividness from the context in 
which it is set. The general air of disconsolate speculation 
in stanzas two and three, the indefiniteness which leaves us 
wondering about the identity of 'they' in the first line and 
what sort of question Wyatt is asking himself in the last line, 
and the uncertainties of syntax - these provide the shadowy 
background out of which the image of the girl slipping out of 
her gown in the central section appears with'a sudden and vivid 
unexpectedness. 
l., 
"_ For; the centre of the picture to be clear and 
in focus, the edges must be blurred. It is an effect analogous 
1 Cf. 'We might just as well ask why, -when we try to recall 
visually some period-in the past, we find in our memory just 
the few meagre arbitrarily chosen set of snapshots that we` 
do find there, the faded poor souvenirs of passionate moments' 
T. S. Eliot, The Use of Poetry and the Use of Criticism (1933), 
148. 
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to the chiaroscuro of a baroque painting, or to the brightly 
lit spot at the centre of a dark stage. Once again, as with 
Mademoiselle O'Murphy, we see an example of the theatricality 
which underlies so much erotic art. 
C. E. Nelson's comment that 'They fle from me' is Wyatt's 
only poem with 'erotic, as opposed to amatory, content' has 
already been quoted. The poem is different from Wyatt's other 
love poems, he says, because 'in no other poem does Wyatt place 
the lovers in a bedroom and bed where we can observe them.... 
Nor does he ever again come so close to describing the actual 
facts of love-making, or the lover whose "arms long and small" 
are literally in hot use, or clothes that are not the poetic 
kind but the kind that are taken off' (art. cit., p. 62). In- 
sisting on the exceptionalness of the poem he says: 'For rea- 
sons, artistic or personal, that cannot now be determined, Wyatt 
was not again attracted to so straightforward a treatment of love. 
He chose to generalize and mute his subject, and wrote of "Love"' 
(ibid., p. 63). Mr. Nelson's essay is, in my opinion, one of the 
few indispensable contributions to the 'They f le from me' debate 
and not only because he draws attention to the curious - and 
unrepeated - erotic intensity of the poem, but because he puts 
his finger on its source, which was Wyatt's temporary subjection 
to the influence of Ovid. It is in attempting to imitate the 
Roman poet of autonomous sexuality that Wyatt finds his true 
voice as an erotic realist. 
0 
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iii. Ovid and the Art of Love. 
'Lascivi... praeceptor Amoris. ' 
(Ars Amatoria, 11,1.497) 
C. E. Nelson cites two Ovidian elegies as having had an in- 
fluence on Wyatt's 'They fle from me' and as these two poems have 
a particular and recurring importance in the context of Renaissance 
eroticism, I wish to look at, them in some detail. The first, 
Amores I, v, is the prototype for a number of Renaissance poems 
on the theme of 'the perfect enjoyment'. It describes a happy 
and successful erotic encounter. The scene is set in a private 
room at mid-day in summer with the poet taking his ease on a 
divan ('adposui medio membra levanda toro'). Obviously the 
scenario whereby a lover comes by pre-arrangement to a room 
where his (or her) sweetheart lies recumbent on a couch -a 
scenario which is explicit in Ovid's poem and Boucher's painting 
but only implicit in 'They fle from me' - has its own peculiar 
erotic suggestiveness. The common factor is the girl's availa- 
bility and willing submissiveness, a case of fruits that 'into 
my hand themselves do reach'. The beautiful woman who comes to 
a. man's bed 'in thyn arraye' as in Wyatt's poem, or wearing an 
ungirded tunic ('tunica recincta') as in Ovids, is of course 
an archetypal piece of male sexual wish-fulfilment, but there 
is an important qualification to be made. Unlike some of the 
other male fantasies that we shall consider, this is one fantasy 
that women too can share - either as it stands, or with a trans- 
position of. sexes (the man coming to her : bed, 'as . in : the 'Boucher 
painting). To put it differently, the stress can be laid as 
much on the willingness of the submission as-on the submissive- 
ness itself. Ovid's Corinna and the girl who catches Wyatt in 
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her arms are compliant, and even active, participants in the 
act of love. As such their kinship is rather with the pagan 
hetaerae of Athens than with the unapproachable goddesses of 
the courtly-love tradition. Like the hetaerae, they are free 
agents and in search of a reciprocity of pleasure in love-making. 
They are fruits that reach themselves into a man's hand, but 
they are not plucked. 
Ovid stage-manages his erotic scenario with careful atten- 
tion to time and mood. He has chosen a sultry moment for his 
erotic episode, siesta-time in summer. The lighting in the room 
is as carefully calculated as in a baroque painting: 
pars adaperta fuit, pars altera clausa fenestrae, 
quale fere silvae lumen habere solent. 
(One shutter closed, the other Mar, 
made sylvan semi-darkness. )I 
This is the chiaroscuro so beloved of amorists; it reappears 
with variations, indoors and al fresco, in a' hundred Renaissance 
poems. (John A. Barsby notes that this opening 'would appeal to 
some of our tone-conscious film producers, the camera scanning 
the room with its patterns of light and shade and noting Ovid 
on his bed without yet concentrating on him'. )2 The note of 
careful calculation that underlies this seemingly casual detail 
becomes explicit in the next-couplet-but-one: 
illa verecundis lux est praebenda. puellis, 
qua timidus latebras speret habere pudor. 
(the half light-shy girls need 
-to hide their hesitation. ) 
1 All-quotations-from the Amores with their translations are from Guy Lee's edition (1968). 
, 
"2 Ovids Amores, Book 1 (Oxford, 1973), -67. 
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The tone is sly and knowing - Ovid wants to inform us that 
he 
has been over this ground before and has worked out, on the 
basis of experience (which, as we shall see, may largely 
have 
been derived from books), the relation between amatory cause 
and effect. 
Corinna's coming has a fine dramatic flourish to it: 
ecce, Corinna venit, tunica velata recincta... 
Mr. Barsby glosses the 'tunica' as follows: 'A tunic was made 
of two pieces of cloth, a front and a back, sewn together at the 
side-seams and reaching down below the knees; and the effect of 
untying the belt or girdle ['tunics recinctaj ... would 
be sex- 
ually provocative only if construed 
removing the tunic altogether' (op. 
translation of the line ('At last - 
a short dress... '), ' although witty, 
a garment that is to feature hugely 
ture (the 'lose gowne' that Wyatt's 
as the first step towards 
cit., p. 67). Guy Lee's 
Corinna. On the loose in 
misrepresents the nature of 
in Renaissance erotic litera- 
heroine wears is an early 
version). The dramatic scena continues with a short, and, on 
Corinna's part, ill-contested battle over the tunic: 
deripui tunicam - nec multum rara nocebat, 
pugnabat tunica sed tarnen-illa tegi. 
quae cum ita pugnaret tamquam quae vincere nollet 
victa est non aegre proditione, sua. 
(I grabbed the. dress; it didn't hide much, 
but she fought to keep it, 
only half-heartedly though. 
Victory was easy, a self-betrayal. ) 
This is the token resistance that masks complicity, for like 
Marlowe's Hero, ' 'Treason was in her thought, /And 'cunningly to 
yield herself she sought. ' 
1 
`s' 11 Hero ° and° Leander, ý Sest: -II, 11.293-949-`- 
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Corinna is now naked and there follows a catalogue of her 
charms: shoulders, arms, breasts, belly, waist and thighs. 
There are many such catalogues in Renaissance erotic poetry and 
they all depend upon a similar situation, an acquiescent or 
trance-induced passivity on the girl's part during which the 
man is free to roam at his will across the lush pastures of her 
body. The catalogue and the quasi-geographical tour of the fe- 
male body are two of the topics of erotic poetry which I shall 
discuss later, but for the moment I merely wish to note the way 
in which this particular catalogue brings Corinna's physical 
presence into focus. We are told that her neck is glistening 
white with hair that falls past it on either side'('candida 
dividua colla tegente coma': the caesura here seems almost to 
divide the hair), that her nipples beg to be pressed ('quam 
fuit apta premix') and that her waist is flat and her thighs 
slender like those of a young girl ('iuvenale femur') - details 
not remarkable for their specificity but sufficient for the 
imagination to work on. Chaucer's description of Criseyde at 
a comparable moment is certainly no more specific: 
Hire armes smale, hire streghte bak and softe, 
Hire sydes, longe, flesshly, smothe,, and whitHe 
gan to stroke, and good thrift bad ful ofte 
Hire snowisshe throte, hire brestes rounde and lyte... l 
(Troilus and Criseyde, III, 11.1247-50) 
And yet, C. S. 'Lewis claims that it is Chaucer's, greater 'concrete- 
ness' that exalts him above Ovid as an erotic writer: 'It is a 
lesson worth learning, how Chaucer can so triumphantly celebrate 
the flesh without becoming either delirious like Rossetti or 
1. The Complete Works of Geoffrey Chaucer, ed. F. N. Robinson, 
2nd. edn. (1966). :.. _ 
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pornographic like Ovid. The secret lies, I think, in his 
concreteness. '1 The secret of a triumphant celebration of 
the flesh does indeed lie in its concreteness, but that Ovid 
is less concrete when he tells us how he touched Corinna's arms 
and shoulders ('quos umeros, quales vidi tetigique lacertos! '), 
than Chaucer when he describes how Troilus 'Hire sydes longe... 
He gan to stroke', I simply fail to see. And as for pornography, 
nothing could be less 'pornographic' than Ovid's description of 
the climax of their love-making: 
singula quid referam? nil non laudabile vidi, 
et nudam pressi corpus ad usque meum. 
cetera quis nescit? lassi requievimus ambo. 
(Why list perfection? I hugged her tight. 2 
The rest can be imagined - we fell asleep. ) 
unless indeed it be Chaucer's 
I kan namore, *but thus thise ilke tweye, 
That nyght, bitwixen drede and sikernesse, Felten in love the grete worthynesse, (11.1314-16) 
A specificity of physical description combined with a reticence 
about the act of: love itself are two of the several ways in 
which (pace Lewis) Chaucer resembles his great erotic prede- 
. 
cessor and 'praeceptor Amoris'. 
Whereas"Amores I, v describes an afternoon of happily suc- 
cessful love-making, Amores III, vii has as its subject an occa- 
sion of imperfect enjoyment. The girl in Ovid's arms on the 
ever-obliging divan ('pigro... toro') is as lovely as he could 
1 The Allegory of Love, 196. The passage continues: 'Lust 
is more abstract than logic: it seeks. -.. for-some 'purely 
sexual, hence purely imaginary, conjunction of an impossible 
maleness with an, impossible femaleness. - So Lawrence- , writhes. 
' 
The shocking inappropriateness of this to Lawrence should 
,... ý. 
_, be., obvious. 
2- Even this not very happy phrase is preferable to the Loeb 
translator's, "'I'clasped her undraped form to mine. '. 
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have wished for, but there is an unexpected difficulty: 
nee potui cupiens, pariter cupiente puella, 
inguinis effeti parte iuvante frui. (11.6-7) 
(I wanted it badly enough, and so did she - 
but could I rise to the occasion? ) 
The rest of the poem describes the girl's attempts to overcome 
this difficulty and to bring Ovid's recalcitrant member back 
to life. 
Here we have erotic 'concreteness' with a vengeance: 
osculaque inseruit cupide luctantia linguis 
lascivum femori supposuitque femur 
et mihi blanditias dixit dominumque vocavit 
et quae praeterea publica. verba iuvant. (11.9-12) 
(Thigh to thigh she kissed me - deep kisses, alive with desire - 
whispered temptation, called me lord and master, 
ran through the erotic rosary. ) 
at quae non tacita formavi gaudia mente! 
quos ego non finxi disposuique modos! (11.63-64) 
(Though I filled my mind with erotic pictures 
and imagined a hundred variations... ) 
hanc etiam non est mea dedignata puella 
molliter admotu sollicitare manu. (11.73-74) 
(And think of the trouble she took with you - her delicate handling of my problem. ) 
What gives these details particular significance in the context 
of our theme is that they show in action some of the techniques 
for erotic arousal-that are part of what I shall call the tradi- 
tion of the Art of Love. This tradition sees love-making as an 
autonomous activity, craft or sport and therefore elaborates 
rules, rituals, strategies and dramatic scenarios for hastening 
success and enhancing pleasure. The parallel between love-making 
and-craft is made explicit in the opening lines `of'the'Ars °-""" 
Amatoriä: .., 
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Siquis in hoc artem populo non novit amandi, 
Hoc legat et lecto carmine doctus amet. 
Arte citae veloque rates remoque moventur, 
Arte leves currus: arte regendus amor. 1 
(If there is anyone here who does not know about the 
Art of Love, let him read on and he will soon become 
a skilled lover. Swift ships are driven forward by 
the arts of oar and sail, and chariots by the art of 
driving: similarly love must be ruled by Art [if it 
is to prosper] ). 
And in lines 511-12 of Book. II Ovid guarantees success to who- 
ever plays the game by his rules: 
Quisquis sapienter amabit 
Vincet, et e nostra, quod petet, arte feret. 
(He who loves wisely Ci. e. according to my rules] will 
win through, and will get whatever he seeks by the help 
of my art. ) 
In Amores III, vii the 'kisses of the tongue', the manual love- 
play ('admotu mann'), the psychological techniques of a simulated 
submissiveness ('dominumque vocavit') and of a deliberated in- 
dulgence in erotic day-dreams ('tacita... gaudia mente'), are all 
moves in this game, a game for which the rules are, according to 
L. P. Wilkinson, 'that "All's fair"1.2 They are moves that will 
reappear between 1580 and 1680 in many of poems that deliberately 
assimilate to the Ovidian Art of Love. 
But there is one further influence on Renaissance eroticism 
that can be traced back primarily to the Ovidian love elegies. 
L. P. Wilkinson quotes Lytton Strachey as saying that Pope's 
heroic couplet was itself his 'criticism of life' and adds: 
'To some extent the same may be said of Ovid's elegaic couplet, 
at any rate in his erotic elegies. Its intricate subtleties and 
1 Ovid II: The Art of Love, and Other Poems, Loeb Classical 
Library 
. 
(1969), 12. -- 
2 Ovid Recalled"(Cambridge, 1955),. 49-50. Chapter 4 on'the, 
'Am ores is: generally of great-interest. 
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surprises reflect the paradoxes and complications of 
love's 
psychology. '1 Here, as an example, are some lines from 
Amores III, vii: 
nostra tarnen iacuere velut praemortua membra 
, turpiter, 
hesterna languidiora rosa. 
quae nunc, ecce, vigent intempestiva valentque; 
nunc opus exposcunt militiamque suam. 
quin istic pudibunda iaces, pars pessima nostri? 
(11.65-9) 
(I lay there limp and lifeless - 
yesterday's drooping rose. 
Now of course it s quite different - long and strong, 
spoiling for battle, eager to join up. 
Lie down, dog! ) 
The fun here derives from the shifts and turns as Ovid's pained 
regret at the failure of his 'membra... hesterna languidiora 
rosa' (a phrase which in its polysyllabic invertebrateness seems 
charmingly appropriate to the object it describes) turns to brisk 
remonstrance in 'quae nunc, ecce, vigent intempestiva valentque', 
with its cluster of indignant 'v's (note too the scornful word- 
play of 'opus exposcunt'), and finally to anger in 'pars pessima 
nostri', a slashingly dismissive phrase for which Guy Lee's 'Lie 
down, dog! ' seems a poor substitute. The lines simply beg to be 
read aloud - they comprise a dramatic dialogue as good as any- 
thing in Browning. 
Wyatt's indebtedness to Ovid is not therefore just'a matter 
of specific reminiscence, as in 
nee mora, desiluit tunica velata soluta (et decuit-nudos. proripuisse pedes) (11: 81-2) 
(With that she-leapt out of, bed, 
barefoot, in a flurry of dressing-gown) 
which has `a°'clearecho in Wyatt's 'naked fote'- (assuming for the 
moment that the, E' 
fote'belongs to 'they... that _sometyme did me 
seke' eke'rather , 
to Wyatt himself),, ýand possibly too in the 
1'-Ovid Recalled, 32. -. But --for a quite different estimate, *see. 
Gordon . Williams, Tradition and originality 
in Roman"Poetry 
(Oxford, 1968)., 512. 
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'lose gowne [which] from her shoulders did fall. ' (At the very 
end of the century the naked feet reappear in Hero and Leander 
at the end of a night of very perfect enjoyment: 
But as her naked feet were whipping out, 
He on the sudden clinged her so about 
That mermaid-like unto the floor she slid. (Sest. II, 11. 
The dressing-gown too features in Marlowe's poem. ) What Ovid 
gave Wyatt was something more fundamental than the incidental 
descriptive detail. I believe that he showed Wyatt the way to 
write a poem of 'erotic, as opposed to amatory, content' by de- 
monstrating the erotic possibilities which lie latent in a drama- 
tic situation. The setting, the atmosphere, the build-up, the 
artfully delayed climax, the strikingly seductive detail, the 
shifts of pace and tone, the adroit use of the spoken phrase - 
these are all quasi-dramatic devices which 'They f le from me' 
shares in common with the two Ovidian elegies I have just des- 
cribed and which, I believe, it largely derives from them. 
So far I have concentrated on only two poems, both because 
of their direct relevance to the Wyatt and because of their great 
influence on Renaissance erotic poetry generally. But the tradi- 
tion of the Art of Love also derives from other sources and has 
other strategies. There is, for example, one topic I shall call 
the drama of delayed fulfilment whereby the pleasures of love- 
making are drawn out for as long as possible so as-to heighten 
erotic expectation. 'Here'is Ovid's'description of the strategy 
from the 'Ars , Amatoria, ' Book 
Crede mihi, non-est veneris pröperanda voluptas, 
Sed sensim tarda proliciendamora.... -(11.717-18) "Sed neque tu dominam velis maioribus"üsus 
Desine, nee cursus anteat ills tuns; - Ad metam` properate eimal..:.: ''ý ý(11.725-27) 
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(Believe me, the pleasures of love mustn't be hurried 
along but must rather be gently roused to excitement 
by a slow delay... Don't outstrip your mistress by 
crowding on too much sail, nor let her get ahead of 
you; rather sail along side by side to your journey's 
end.... ) 
Ovid is telling lovers how to behave, but he might equally well 
be advising poets how to describe. Erotic tension must be hus- 
banded; the pleasure, at least as far as the reader is concerned, 
lies all in the journey, not in the arrival. In Amores III, ii 
the hero has to restrain his growing erotic excitement (which is 
also the reader's) for the length of a long afternoon at the races 
He loses no opportunity to set hands on his beloved - 
quid frustra refugis? cogit nos linea iungi.... 
sed nimium demissa iacent tibi pallia terra. 
collige - vel digitis en ego tollo meis.... dum loquor alba levi sparsa est tibi pulvere vestis - 
sordide de niveo corpore pulvis abi!.... 
en revocant. at ne turbet toga mota capillos, in nostros"abdas to licet usque sinus.... 
(It's no good edging away. The line brings us together.... My dear, your dress is trailing on the ground. Lift it up - or there you are, I've done it for you.... Just then a speck of dust fell on your white dress. 
Forgive me - out, damned spot!.... 
Look, they're calling them back. Lean your head a ainst me So the waving togas don't disarrange your hair.... ) 
but all this is only so as to build up a sense of erotic expect- 
ancy for the pleasures that we know will follow: 
risit, et-argutis quiddam promisit ocellis. hoc satis hic, alio cetera redde loco. 
--, (She's smiling. There's a promise in these bright eyes. Let's leave now. You can pay my bet in private. ) 
Some_Renaissance poets give this drama of delayed fulfilment a 
distinctly: sensualiturn and carry 
it right through to the very 
moment when the lady finally pays: her bet. 
Another-erotic -topic with, classical origins is the love-, 
dream. The best short description of-the love-dream comes from 
Abraham Cowley's 'The Innocent Ill': -, 
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Awake all men do lust for thee 1 
And some enjoy thee when they sleep. 
The appetites that for whatever reason cannot be gratified in 
waking life are effortlessly gratified in a dream. An anony- 
mous poem from the Greek Anthology (V, 2) makes the obstacle 
merely a shortage of cash: 
She who sets the town on fire, Sthenelais, the high-priced 
whore, whose breath smells of gold for those who desire her, 
lay by me naked in my dream all night long until the sweet 
dawn, giving herself to me for nothing. No longer shall I 
implore the cruel beauty, nor mourn for myself, now I have 
Sleep to grant me what he granted. 2 
In the Fragments Petronius also hints at some of the advantages 
of dream irresponsibility: 
Dreams, 
The fleeting shadow-play that mocks the mind... 
When prostrate limbs grow heavy 
And the play of the mind is unchecked, 
The mind enacts in darkness 
The dramas of daylight... 
The mistress scribbles a note to her lover; 
The guilty lover sends a gift... 3 
But it is Lucretius in De Rerum Natura, Book IV, who explores 
the matter most systematically and shows how the love-dream can 
in practice lead to orgasm: 
Then too, 
To those into the currents of whose youth For the first time seed is entering, when the ripe 
Fulness of time has formed it in their limbs, 
From without there come idols emanating From some chance body, announcing a glorious face 
1', The-English Writings of Abraham Cowley, ed. A. R. Waller, 
Poems, (Cambridge,. 1905), 145. ` 
2 The Greek Anthology, Loeb Classical Library (1916), I, 129. 
I use here W. R. Paton's Loeb translation. 
3-Petronius: -The Satyricon and the Fra ents, trans. J. P. 
Sullivan (Harmondsworth,. 1969 , 174. +_ 
Y 
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And beautiful colouring, that excites and stirs 
Those parts that have grown turgid with much seed, 
So that oft, as if all things had been done, 
The full tide overflows and stains their vesture. 
l 
The charm of the love-dream for the Renaissance amorist is that 
in a dream state he is neither responsible for what he is doing 
nor is the girl in a position to object; she is anaesthetized 
into compliance and becomes the passive victim of the male 
libido. 
2 
The orgasm of the Restoration Wit is (as we shall 
see) as blameless as that of Lucretius's schoolboy; it is a 
mere happy compliance with the forces of 'Nature'. 
There is one further topic of erotic love I wish to men- 
tion now and I shall call this sexual egalitarianism. The 
mediaeval world saw lust as primarily the woman's vice - that 
is to say, women were by nature lust-ridden and so the cause 
of lust in men. But although Ovid seems at times to anticipate 
this view - 
Omnia feminea sunt ista libidine mota; 
Acrior est nostra, plusque furoris habet. 
(All these horrors were caused by women's lust 
which is keener and more frantic than our own) 
(Ars I, 11.341-42) - yet, if indeed he really believed it, he 
does not, by the crazy logic of some writers, allow it to be 
the excuse for a unilateral assertion of male sexual dominance. 
In practice his attitude to sexual reciprocity is summed up in 
the formula that sex is - 
quarr socio motu femina virque feraint" 
(... a co-operative venture) 
1 Trevelyan, 165-6 (11.1030-36 in Latin text).: t:,, 
2. There is a very willing victim in Campion's charming''It 
fell on a sommers day', where Bessie feigns sleep every , afternoon while Jamy makes love to her -a simulated love- 
, dream so to speak. The Works of Thomas Campion, ed. Walter 
R.. Davis (1969), 31'. 
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(Amores I, x, 1.35). And in this 'venture' women are allowed 
and indeed encouraged to take the sexual initiative. 
1 
Simi- 
larly the fifteenth elegy of Propertius, Book II2 is a magni- 
ficent paean to the mutuality of love-making with the girl 
'delaying fulfilment' in one line - 
interdum tunica duxit operta moram (1.6) 
(Sometimes she wrapped her tunic round her 
to impose delay) 
only to hasten it the next: 
illa meos somno lassos patefecit ocellos ý2 ore suo et dixit 'Sicine, lente, laces? (11.7-8) 
(She planted a kiss on my weary eyelids and said: 
'What's holding you back, lazy-bones? '). 
And a splendid passage on this theme from De Rerum Natura (Book IV 
11.1193-1208) concludes with a line which can be taken to epi- 
tomize the attitude of the great classical poets to reciprocity 
in love-making: 
quare etiam atque etiam, ut dico, est communis voluptas. 
(Wherefore I repeat it yet a ain - 
the pleasure must be mutual. ) 
I have describedýa group of amatory techniques, strategies 
and assumptions to which I have given the collective name of the 
Art of Love. This title'of course-derives from the Ars Amatoria, 
Ovid's famous manual of seduction, and this is appropriate as it 
was'Ovid more than any other Latin elegaic poet who filled the 
1 'It is axiomatic for Ovid that, the woman should be on an-equal 
footing with the man and should be looking for the same kind 
of benefits from their association',. Fränkel, Ovid: A Poet 
Between Two Worlds, 25. 
2 Propertius, Loeb Classical Library (1902), 102. 
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part of 'praeceptor Amoris', teacher of the Art of Love, to 
the age. 
l 
Georg Luck reminds us that in the Amores 'there is 
a very slender thread of real events, and a great 
deal of ima- 
gination and purely literary echoes'2, and this mixture of the 
real and the imaginary helps to suggest the nature of Ovid's 
appeal. The realism helped Renaissance poets to circumvent 
the stale literary pieties of the Petrarchan love lyric, as 
in Wyatt's 'They fle from me', and the imaginative helped them 
to tap that rich vein of erotic wish-fulfilment without which 
poems such as Carew's 'A Rapture' could never have been written. 
At both levels Ovid's example supplied an irresistibly seductive 
literary model for a society which at- the very end of the six- 
teenth century wasfinally coming to terms with the sensuous ethos 
of the Italian Renaissance. 
In one of his brilliant insights into the nature of eroti- 
cism, Kierkegaard points out how this idea of sensuousness as 
'a self-contained system' could only emerge after the Christian 
moral order had finally triumphed. 'As principle, as power, as 
a self-contained system, sensuousness is first posited in Chris- 
tianity; and in that. sense it is true that Christianity brought 
sensuousness into the world. '3 The Art of Love is so seductive 
just because the Christian attitude to sexuality is so-intran- 
sigent; the two principles, powers, or systems cannot be reconciled 
1 Ovid saw himself as entrusted with this function by Venus and 
Apollo - see the Ars (1,7): 
Me Venus art[f cam tenero praefecit Amori 
and the epigraph to this section where it is Apollo who 
addresses Ovid. 
2 The Latin Love Elegy, 2nd edn. (1969), 155. See also A. L. 
Wheeler, -'Propertius as Praeceptor Amoris', Classical 
Philology, 5, (January-October 1910), 39. 
3 Either Or, trans. David F. Swenson and Lillian Marvin 
Swenson, -rev. Howard A. Johnson (Princeton, 1959), I, 59. 
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I 
and the individual must chose between them. Erotic desire is 
therefore (as Georges Bataille reminds us) 'the desire that 
triumphs over the taboo. It presupposes man in conflict with 
himself' (Eroticism, p. 256). It is this moral dichotomy lead- 
ing to Faustian choice which gives Elizabethan and Caroline 
eroticism its sense of flirting with danger, its pruriency, and 
its occasional outbreaks of self-conscious immoralism or liber- 
tinism. When a Caroline court poet appeals to the naturalistic 
ethics of a Golden Age, or when he denigrates 'custom' or 'this 
Goblin Honour', it is in the attempt to brazen this way through. 
We are back, then, with the conflict I outlined at the very 
beginning of this Introduction, between the autonomous sexuality 
recommended by Lucretius ('volgivaga Venere') and the restraining 
effect of Christian moral disapproval ('Lord, what beastly fel- 
lows these Romans were! '). This thesis will examine the amatory 
poetry between 1580 and 1680 for traces of erotic feeling and 
will attempt to 'place' that feeling on the amatory spectrum 
between these pagan and Christian extremes. It will also try 
to relate those expressions of erotic feeling to the impact on 
the Renaissance imagination of the tradition of the Art of Love. 
It is with the first massive transfusion of that influence into 
English literature in the 1580s, that my subject therefore begins. 
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2 Elizabethan Eroticism. 
Then arms, eyes, hands, tong, lips, & wanton thigh, 
Were willing agents in Loves luxurie. 
(Marston: The Metamorphosis'of Pigmalions Image) 
Marlowe's translation of the Amores, his Ovid's Elegies, is 
thought to date from the poet's Cambridge days and its dissemina- 
tion in manuscript in the mid-1580s is a convenient starting- 
point for the discussion of Ovid's influence as 'praeceptor 
Amoris' to the Elizabethan age. 
1 
The importance of Marlowe's 
translation is that it marks a decisive break with the mediaeval 
tradition of allegorizing - or of giving a didactic slant to - 
Ovid's poetry. Earlier Elizabethan translations such as Thomas 
Hacket's (? ) Fable of Ovid Treting of Narcissus (1560), Thomas 
Peend's Pleasant Fable of Salmacis and Hermaphroditus (1565), 
Arthur Golding's complete Metamorphoses (1565-7) and George Tur- 
bervile's Heroycall Epistles (1567) had continued this tradition, 
to such an extent that Golding's attitude to his material has 
been described as 'essentially that of Theodulphus, who lived in 
2 
the days of Charlemagne. '- Only the Amores appears to have been 
1 The first printed edition is usually assigned to c. 1594-5.. 
For a discussion of the dates of composition and publication, 
see J. M. Nosworthy's 'The Publication of Marlow's Elegies and 
Davies's"E iU gý , RES 
(New Series), 4 (1953), 26üýý and 
the same author' s''Marlowe's"Ovid and"Davies's E igp rams -_A 
Postscript'; RES"(N. S. ), 15 (1 6), '397-8; and The Comptete 
Works"of"Christo her'Marlowe, " ed. Fred' son Bowers Cam ridge, 
1973)9 III 309 ff. 
2 Hallett Smith,,. quoting D. P. Harding, in Elizabethan Poetry 
(Cambridge, Mass., 1952), 68. For the mediaeval treatment of 
Ovid; see-=E. X. -Rand, Ovidýand His 
Influence (1926), 114-49; 
Douglas Bush', °M tholo and the-Renaissance Tradition in 
English Poetry. Minneapolis,. 1932J rev. New York 1963 , 69-73; 
and L. K. Born, 'Ovid'and Allegory ,S eck ulum, `;. 9 
(1934), 362-79 
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immune. Eric Jacobsen says of the Amores that he has 'failed 
to find any notice of translations into the vernacular, MS or 
printed, from any country, prior to Marlowe's version; and very 
few after Marlowe, till we reach the 19th century. ' He accounts 
for this by the 'utter failure of medieval attempts - if any 
were made - to allegorize and thus to disinfect the Amores. 
'1 
Marlowe broke with that tradition and thereby allowed the Ovid- 
ian Art of Love to infect English amatory poetry with the dis- 
, ease of autonomous sexual feeling for more than a century. 
The richly sensuous vein which marks so much Renaissance 
art in France and Italy had been slow to make its appearance 
in England. Of the Italian mythological poems Douglas Bush has 
written: 'In their pictorial richness, artificial rhetoric, 
erotic themes, and genuine slightness of content, they were 
typical young men's poetry, beautiful words about beautiful 
things, things and bodies which can be seen and touched. '2 
An example, taken from Orlando Furioso (first published in 
1516), is this description of Alcina as she seduces'Ruggiero: 
ben the ne gonna ne faldiglia avesse; 
the venne avolta in'un leggier zendado 
the sopra una camicia ella si messe, bianca e suttil-nel piü escellente grado. 
Come Ruggiero abbracciä lei, gli cesse 
il manto; e. rest8 il vel suttile e rado, 
the non copria dinanzi ne di dietrop 
piü the le rose o i=gigli un chiarovetro. 3 (Canto VII, 
st. 28) 
(She came dressed neither in skirt or over-skirt, but only in 
a. light. petticoat with a gown thrown over it,, white-and fine 
to the highest-degree. When Ruggiero went to embrace her 
she'let the gown slip to-the ground and,: remained'covered only 
---by the thin and finely woven veil [i. e. petticoa ] which no 
more hid her from view than a pane, of; glass hides. roses or lilies). 
1 Translation, A Traditional Craft,. Classica. et Mediaevalia, 
Dissertationes VI Copenhagen,. 1958), 156., ' r=. '. 
2 Bush, '" Mythology -'and ý the' Renaissance Tradition;, -75,3 
Orlando-Furiosö, "ed. - Remo'Ceserani, (Turin, 1962), 223:. 
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-An exact equivalent for this in the arts of France is the pain- 
, 
ting of Diane de Poitiers by an anonymous artist of the School 
of Fontainbleau where Diane's opulent nakedness is barely covered 
" by the thinnest of veils. 
' The School of Fontainbleau was an 
Italian importation and its tendency, at least in the first of 
its phases, was undeniably erotic, an enthusiastic celebration 
of 'things and bodies which can be seen and touched. ' Robert 
Melville, in an article on the Fontainbleau School, comments on 
the very deliberate nature of this eroticism: 'There is no 
sexual moralizing in the art of Fontainbleau, and it represents 
more systematically than any other time or place in Europe the 
belief that a refined eroticism is the best of reasons for being 
alive. '2 In other words, for the court arts of France from 
about 1530 as for the arts of the Italian princely courts a little 
earlier, a high degree of sensuousness and even sensuality was 
both permitted and enjoyed. But in England such an acceptance 
of the sensuous and the sensual was not to become pervasive un- 
til the last decade of the century, a. time-lag for which the 
successive waves of Henrican Reformation, Marian reaction and 
Elizabethan Settlement were no doubt largely responsible. Not 
until Hero and Leander, first-published in 1598 although composed 
somewhat earlier, does the English Renaissance create its first 
native erotic masterpiece. 
3 
1 See Robert Melville, Erotic Art of the West (1973),, illus- 
tration no. " 164. 
"2' Fontain"bleau' Experiment' , Architectural° Review, =154 
(July 
1973) , 5' .. 
3 In his. discussion of Hero'and Leander J. B. Steane uses a phra$e 
which is strikingly similar to-that by Robert Melville. quoted 
above: 'The-sense, always. present in the poem that there is a 
destructive, -, painful element. -strong in the -love which is . never- theless the best thing . life offers to man. '' ' Marlowe, A 'Criti- 
cal Study (Cambridge, 1964), 333. '" 
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An exact English equivalent for the passage quoted from 
Orlando Furioso and for the Fontainbleau painting of Diane de 
Poitiers might be the following, taken from William Burton's 
translation of The Loves of Clitophon and Leucippe (1597), from 
the Greek of Achilles Tatius: 
Her breast to her privy parts was attired with a vaile of 
lawne, the rest of her body was covered with a purple mantle, 
all the other parts were to be seene, save there where her 
garments covered, for she had a deepe navill, a plaine smooth 
belly, narrowe flanke, round buttocks: her tender brests 
seemed to swel, throgh the midle of which went down a faire 
narrow way most plesant & delightfull to the beholders: with 
one hand did she holde his home, with the other his tafle, 
but yet so that the attire of her head covered with a scarf 
cast over her shoulders, was held on fast against the force 
of the wind, which did so beat on her bosom, that every where 
it seemed to swell. l 
Burton here deploys one topic of literary eroticism which fre- 
quently recurs in the period under review, what I shall call 
veiling so as to enhance nudity. Chaucer uses the device in 
The Parliament of Fowls: 
Hyre gilte heres with a golden thred 
Ibounden were, untressed as she lay, 
And naked from the brest unto the hed 
Men myghte hire sen; and, sothly for to say, 
The remenaunt was wel kevered to my pay, 
Ryght with a subtyl coverchef of Valence - Ther nas no thikkere cloth of no defense. (11.267-73) 
Here Chaucer's 'subtyl coverchef of Valence' (which appears to 
derive directly from Tasso's description of Venus in La Teseide, 
'e l'altra parte d'una/Veste tanto sottil si ricopria, /Che quasi 
nulla appena nascondia'), is roughly comparable to the 'vel 
suttile e rado' that so tantalizingly veils Alcina. However 
there is-an important difference. Ariosto's image is both more 
sensuous and more deliberate in its sensuousness. That is'to 
say Ariosto, like Burton and the anonymous portraitist of Diane 
1 The ' Loves ` of " Clitophon' an, 
H. F. Brett-Smith (Oxford s fact derives" from ä" Latin 
century previously. 
3 Leucippe, ed. Stephen Gaselee and 
1923), -3. Burton's translation in 
-translation made in Italy. half a 
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de Poitiers, but unlike Chaucer, aims to incite sexual feeling 
for its own sake; he deliberately exploits the psychological 
mechanism whereby the female figure is often more suggestive 
and alluring when it is half-clothed, or when a thin veil of 
filmy and semi-transparent material adheres to it, than when 
it is fully naked. The Greek text of Achilles Tatius\referred 
to above shows that this was an erotic strategy known to anti- 
quity, and the Nereids from the Nereid Monument in the British 
Museum, with their closely clinging wind-blown draperies, `pro- 
vide an excellent visual equivalent. (John Barron says that 
these draperies cling 'not only because of the wind but through 
salty dampness too', 
l 
which is interesting in view of the con- 
nection between moisture and eroticism to which I shall refer in 
Chapter five. ) In the passage immediately before that quoted 
above, in which Montaigne takes Ovid to task 'because he speakes 
all he knowes', the French writer demonstrates that he too appre- 
ciates the erotic possibilities of 'veiling so as to enhance 
nudity': 'The verses of these two poets, handling lascivious- 
nesse so sparingly and so discreetly, as they do, in my conceit 
seeme to discover, and display it nearer; ladies cover their 
bosome with networke; priests many sacred things with A vaile, 
and painters shadow their workes, to give them the more luster, 
.2 and to adde more grace unto them. ' And in a passage that in- 
terestingly links up clinging clothes to sexual accessibility, 
D. H. Lawrence gives this particular erotic topic a fine contem- 
porary application: 'Her dress was a perfectly simple slip 
of bluey-green crape.... It was cut just plain and round atýthe 
1 °'Greek` Sculpture (1965), 112. 
2 The Essays öf Montaigne, III, 108". 
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top, and showed her white, soft throat.... Through the crape 
her woman's form seemed soft and womanly.... Now it came upon 
him. She had a woman's soft, skirted legs, and she was acces- 
sible. '1 
The rich sensuality which marks Burton's description of 
Leucippe's body pervades the whole of The Loves of Clitophon 
and Leucippe. Here, for example, is a passage where Clitophon 
describes 'that true pleasure which is conceived in women': 
Their bodies are tender to imbrace, their lippes soft for to 
*kisse, whose whole proportion of the bodie, is onely made to 
move delight: and he which doth enjoy a bewtifull woman, hath' 
the true felicitie of all pleasure; for he doth imprint in her lippes, as they who seale in waxe: shee also doth kisse, as it 
were by art, seasoning her kisses with a sweeter delight; nei- ther is it sufficient to kisse her lippes, but also to feed as it were upon her mouth (p. 45). 
The girl who kisses 'as it were by art' is curiously reminiscent 
both of Ovid's Corinna ('osculaque inseruit cupide luctantia'), 
and of Wyatt's mistress who kisses and then asks, 'Dere hert, 
how like you this? ' The 'true pleasure' which Clitophon des- 
cribes is essentially a reciprocal pleasure, the pleasure of 
sexual equals. It is therefore quite unlike the Courtly-love 
relationship between poet and the loved one who remains out of 
reach because she is his feudal superior. Finally, the passage 
in which 'Menelaus the Aegyptian' answers Clitophon by praising 
the love of boys on the grounds that 'the bewtie of boyes is not 
besmeared with the counterfeyt of painting, neither spunged-up 
with borrowed perfumes' (p. 46) raises the whole question of 
sexual ethics. As against the 'art' that Clitophon commends, 
Menelaus the pagan moralist bases his case on. what is 'natural' 
('. The kisses of them are sweete anddelightfull, not proceeding 
1 'The Fox'; The Tales of-D. H. Lawrence, (1934), 458. 
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of art, but of nature'). In short, we have in this one Eliza- 
bethan translation, the publication of which in itself testifies 
to the changing climate of taste I have already referred to, the 
telling presence of three. erotic leitmotifs of the period. These 
are: 1, the exercise of verbal strategies to intensify sexual 
excitement; . 
2, the assumption (upon which such an exercise is 
based) that love-making is an 'art' and of equal interest to 
both partners; and 3, the philosophy (or pseudo-philosophy) of 
naturalistic ethics which underpins the whole structure. All 
three leading motives derive from classical antiquity and all 
three are harnessed, by the Renaissance eroticist, into the ser- 
vice of autonomous sexual pleasure. 
Another Elizabethan translation, the Hypnerotomachia, is a 
translation by 'R. D. ' (Sir Richard Dallington? )(1592) from the 
original Italian by Francesco Colonna (1499) and that very con- 
junction of dates, with a century between them, neatly epitomizes 
the time-lag between the acceptance in England and Italy of pagan 
sensuousness into the Renaissance blood stream. The book is an 
extraordinary compilation of sensuous pleasures, 'beautiful words 
about beautiful things, things and bodies which can be seen and 
touched. ' (Indeed Andrew Lang, in his Introduction to the 
Hypnerotomachia, characterizes it in almost the same words: 
'Beautiful naked bodies, beautiful faces, beautiful buildings... 
his book is a laborious revel of aesthetic enjoyment. ')1 There 
are passages, as for example the description of Polia in chapters 
eleven and twelve, which are as voluptuous as anything in. Achillec 
Tatius (see in particular pages 96-7,101-2,172 £2. '. 182-3 and 
145-7), and passages=where in the description of the hero's 
1H nerotomachia. ` The Strife of Love. in a Dreame, -ed. 
Andrew Lang (1890), xiii and xvii. 
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'burning concupisence' little is stinted (see for example 
chapters eight and ten). It is, however, in its subtle sexual 
suggestiveness that I find it most characteristic of the new 
mood. Here, to set against the extracts from Ariosto and Burton 
given above, is a representative sample of descriptions ofGthe 
half-veiled female body: 
The lyningesof theyr gownes going about their snowie shoulders, 
and comming downe uppon theyr little round brestes to the lower 
parte of their wastes... leaving to be seene the pleasaunt val- 
leys betwixt their faire brestes.... Her virgineall divine and 
small body covered with a thinne subtill stuffe of greene silke, 
powdered. with golde, uppon a smocke of pure white coorled Lawne, 
covering her most delicate and tender body ... her armes to be 
seene through the cleere thinnesse of the Lawne.... Her little 
round swelling breastes, impatient at the supressing of [i. e. 
containment by) her soft and fine apparell... Nymphs... having 
taken uppe finelie their thin garments of silke... the forme of 
their rounde thighs were seene under the plytes.... The tender 
Nymphs comming wet out of the water more cleere than Axius in 
Mygdonia.... (pp. 126,178-9,180,230 and 230-1) 
A phrase like 'the purple humiditie in the touch of hir bodie' 
(p. 245) graphically sums up the voluptuous spirit of the whole 
work. 
But perhaps the voluptuary element in the Hypnerotomachia 
is best suggested by something. else. Throughout the work 'beau- 
tiful things and bodies' are seen as interchangeable, or more 
precisely as yielding an equivalent pleasure to the senses; 
buildings, clothes, bodies - they are all equally objects, which 
exist to be looked at, touched and savoured, with a fine-impar- 
tiality. Here, as an example, is the description of an 'elegant 
Cigrued Nimph' with one hand under her cheek, 
" The other arme at'libertie, lying all along over her1left loyne, stretching to the middle of goodly thigh ... Hir; thighes; of. a conveniente bignesand hir-fleshie knees som- 
what :.,.., bending. upp ," and , retract . 
towards 
. 
hir... By ` hir .. sma1: 
CV 
. 
"n. y=1 w-: x`sf 
'4 "i 
b_ -. r .. r 
' 
-t. i}{v .3rf-t 
A" 
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teates (like a yong maids) in her round brests did sprowt 
out smal streamings of pure and clearefresh water from 
the... left brest most vehemently. 1 
We have here a confusion between the animate and inanimate, both 
of which seem capable of conveying an identical voluptuary plea- 
sure, and that there is something deliberate and sought-for in 
this confusion, in poetry as in prose, will be argued in the 
pages that follow. It is also of interest that the nymph with 
'fleshlie knees' retracted towards her holds a posture not un- 
like that of Venus in the Bronzino painting discussed above. 
Presumably an element of Mannerist strain, an unnaturalness of 
posture or movement, is a necessary ingredient in certain prompt- 
ings of the erotic imagination. 
A third translation elicits another important tendency of 
Elizabethan eroticism. The main interest of Angell Daye's trans- 
lation of Daphnis and Cloe (1587) lies in the way it intensifies 
erotic feeling below board whilst at the same time making a show 
of propriety above it. Daye's translation is in fact a re- 
translation from an earlier French version by Jacques Amyot 
from the Greek of Longus. Amyot's work is one of the most suc- 
cessful Renaissance translations in any language and still a 
living classic in France. Its easy and limpid style is intensely 
readable in a way that Daye's mannered Elizabethan style patently 
is not. The difference no doubt lies partly in the more developed 
French prose of the time but it is also a matter of personal idio. 
1syncracy: Daye will never use one word when he can possibly use 
1 'Op. cit. ' 78-80 I have rearranged the'sentences'to suit my 
convenience. It. would not in fact have been possible, to know 
, that `a , 
fountain was being described but forýthe ' telling 'detail 
.. of, the sprouting. breasts, 
'for it looked as if a most bewtifull 
Ladye in hir. sleep had beene chaunged into a stone'; (p. 79). 
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three. Samuel Lee Wolff points out that where Amyot says 
'Daphnis saw Cloe', Daye will have 'fastening his earnest 
lookes on her admirable beauties', and he adds: 'Dave is 
thus continually forcing the note. '1 What he doesn't say, 
however, is that in erotic terms Daye continually forces the 
note higher rather than lower. In other words, whenever he 
has the opportunity he intensifies the erotic impact. Com- 
pare the following two passages. First, Amyot's version: 
... on avoit appele des champs 
de 1ä entour bon nombre de 
femmes pour aider, lesquelles jetoient toutes les yeux sur 
Daphnis, et en 1e louänt disoient qu'il etoit aussi beau 
que Bacchus... ' 
and then Daye's: 
They seemed eache of them to bee enamored on all his par- 
ticularittes, some of them having in choicest'recening his 
talke and seemely stature, some his youthfull countenances, 
not yet fullie growne unto manly ripenes, others his abourne 
locks curled naturally in the forepartes and sides, and ar- 
tificiallie kemed and tressed behinde, on his shoulders, this 
againe had in estimat his faire and goodly forehead, eies, & 
other seemlie proporcioned fewturs not to be despised, shee 
looked on his legs straight and hie calved, that commnded 
his amiable favours, beeing such as where-with the Nymphes 
them selves might not disdaine to bee acquinted. 3 
Amyot then says succinctly, 'et y en eut une d'elles, plus 
eveillee que les autres, qui le baisa, dont il fut bien aise', 
which Daye blows up to: 
One amongst the rest unpacient, as appeared of her fervent 
affection, running uppon a sudden to the bashfull Shepheard, 
kissed ere hee was aware his delicate lippes, wherewith as 
one that had beene pricked or stong with a waspe, the blush- 
ing youth angrie in his minde at the wrong to him tendred in 
his Chloes presence, rubbed and roused his lippes, as if 
thereby he had susteined some notable blemishe (p. 51) 
1 The Greek Romances in Elizabethan Prose Fiction (New York, 
'. 1912 , 242. 
2 Daphnis et Cloe (Paris, 1945), 65. Amyot's translation, is.. 
dated 1559. 
3 Daphnis and C1oe, ed. Joseph Jäcobs (1890), 50-1. I have made 
. -.. several corrections 
to Jacobs's. text, from the original edition. 
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which is charming but surely gratuitous. But together with 
Daye's evident taste for 'forcing the note', there is a shying 
away from what he seems to have considered might be too strong 
for Elizabethan tastes. Here, as an example, are Amyot's and 
Daye's versions of a passage which describes one of the 'Remedies 
for Love': 
Car il n'est remade, ni breuvage quelconque, ni charme, ni 
chant, ni paroles qui guerissent le mal d'amour, sinon le 
baiser, embrasser, coucher ensemble nue a nu. (pp. 73-4) 
I never could finde anie remedie whereby to lessen the ve- 
hement and ardent flames that fretted within me, save onely 
the last and finall conclusion of all manner of affection, 
which was the sole and onely linke whereby enchained eache 
to other, my beloved Amarillis did at the last embrace me. In the enjoying whereof I founde that kisses gave ease to 
sighes, liking to longing, and bedding eache with other 
after mariage concluded, the some of all our determined af- fection-. (pp. 60-i). 
In his 1657 translation, George Thornley feels no need to insist 
on the propriety of 'after mariage concluded' and renders 'coucher 
nue ä nu' directly: 
For there is no med'cine for Love, neither meat, nor drink, 
nor any Charm, but only Kissing, and Embracing, and lying 
naked together.. l 
Thornley also includes the charming episode in Book III where 
Daphnis goes to bed with Cloe's father and hugs and kisses him 
in his sleep and the very frank scene where Daphnis learns from 
Lycaenium how to make love, a part of the story which Daye. leaves 
out altogether. In short, whenever there is an opportunity for 
suggestive description, Daye. embraces it eagerly and even: height- 
ens the suggestiveness to the point of prurience - asalso-in the 
scene by the river (page, 35), or where Daphnis picksaa grass- 
hopper out of Cloe's bosom (page 40), or the'description of Cloe 
bathing (page'46) -. but where it-: is"a matter of calling: a spade 
a: spade, Daye looks the other way. 
1 Daphnis and Cloe (1947), 65. 
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These three translations, from Greek, Italian and French, 
testify to the appetite for the gorgeous and the voluptuary, 
and to the general upsurge in erotic feeling, which character- 
ize the last two decades of the sixteenth century; their appear- 
ance in the 1590s shows that by that date England was as prepared 
to open her arms to the ethos of the Art of Love as Italy had 
been a hundred years previously. ' A study of the individual 
works however suggests that this domestication of pagan sensu- 
ousness was not without its strains and deflecting bias. The 
translations reveal a taste for sexual suggestiveness which, 
while partly deriving from the originals, seems also to have 
been intensified by choice. Daye in particular pushes this 
'suggestiveness to the level of pruriency. And yet together 
with this sensation-mongering, there is no whole-hearted accep- 
tance of the end towards which it might naturally be said to 
point which is sexual enjoyment. Behind the surface pagan free- 
dom all too often lurks the shadow of moral scruple. ," 
It is now time to return to Marlowe's Amores translation 
which insignificant ways supports the evidence from the prose 
translations adduced above. There is, for a'start, the way 
Marlowe not infrequently heightens, the'erotic charge. ý Eric 
Jacobsen gives a number, of. examples=of the changes Marlowe 
1 
makes in the course of his-translation, as for exampler 
Ovid: :. me meat. disperdat Hullo prohibente puella,; 
si satis una potest -,,, Si minus una, duae. 
.:. _ (Il, x, ll. '21=2) 
(Let woman be my. undoing , -. one; 
_if one's enough - 
otherwise two. ) 
Marlowe: Let one wench cloy me with sweete loves delight, 
Ifsone can doote,: if not , two-everie nig t. 
1 Translation, a Traditional Craft, 162-86..: ' 
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(Jacobsen, p. 182 - his italics). In Marlowe's translation of 
Amores I, iv, 64 the phrase 'my stolne honey blisse' (not found 
in the original) is another characteristically Marlovian invention 
This tendency to give a slight underlining to erotic innuendo may 
also be seen in Marlowe's version of Amores III, vi where the king 
of the river slides his hands under Ilia's breasts and 'dicitur 
et socii iura dedisse tori' (is said to have given her rights to 
the marriage bed). In Ovid's Elegies (III, v, 82) this is rendered 
by 
And kindly gave her, what she liked best 
which is sly, but perhaps in excess of Ovid's intention. Of the 
following example - 
Ovid: Est qui nequitiam locus exigat: Omnibus ilium 
deliciis imple... (III, xiv, 11.17-18) 
(There's a proper. place for impropriety - enjoy it there, shedding your inhibitions. ) 
Marlowe: The bed is for lascivious toyings meete 
Eric Jacobsen says: 'The undetermined and therefore aesthetically 
exciting term 'locus" is sacrificed to the plain word "bed" (p. 174 
Not only is this dubiously true but Jacobsen fails to 'mention that 
'nequitiam' (wickedness) has blossomed into-'lascivious toyings' 
which gives a quite un-Ovidian'lubricity to the scene. And a 
: final example from a poem already discussed in my Introduction 
is the heroine's inviting collapse, at the end of Amores I, v - 
I clinged. her -naked 
bodie, downe she fell - 
which is., entirely Marlowe's invention., At a comparable moment 
in Hero and-Leander the eager. lover': 
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... on the suddaine cling'd her so about 1 That Meremaid-like unto the floore she slid 
(Sest. 2,11.314-5) 
and that the connection between the passages is not fortuitous 
is proved by the fact that Hero stands 'all naked to his sight 
displayd' (1.324), thus echoing Ovid's 'ut stetit ante oculos 
posito velamine nostros' (Am. I, v, 1.17). 
2 The scene obviously 
impressed Marlowe and he cannot forbear sweetening it with his 
own tiny dash of erotic honey. 
There is, however, generally as much gall in Marlowe's 
poetry as there is honey. The gall here in his Amores trans- 
lation takes the form of a mild but perceptible touch of raillery, 
which may, for example, be seen in his translation of Amores III, 
vi. His rendering of the line where Ovid rages at his 'membra' 
for lying sluggish as if paralysed with hemlock is pleasantly 
uninhibited: 
Yet like as if cold hemlocke I had drunke, 
It mocked me, hung down the head, and suncke. 
(III, vi, 13-14) 
But there. is a suspicion here that some of the irony is being 
directed at the poem itself, as well as at the hero's problem. 
(Millar MacLure's editorial footnote that 'mocked' really means 
'failed' perhaps betrays some - anxiety' on- this score. ) . The, some- 
what-equivocal-tone is continued-throughout the poem: ' 
1A happy coincidence (could. it, in fact be more than{that? ) is 
the way Marlowe's preceding line - 
But as her naked feet were whipping out. (1.313) 
evokes Wyatt's 
With naked fote stalking in my chambre. 
The parallel is complete if -we 'imagine Wyatt to be ; 'iný bed ät the time.; 
., 
2 Foi. theFparallels between Hero and Leander and Ovid', s Elegies, 
_see Douglas Bush, 'Notes on Marlowe 's Hero and Leander ., PM_LA,. 44 (1929), -760-7., s, _ 
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Yet could I not cast ancor where I mean- 
Yet boorded I the golden Chie twise... 
I wisht to be received in, in I get me; 
To kisse, I kisse, to lie with her shee 
Chuf-like had I not gold, and could not 
This is all very amusing and the raillery is 
t... (1.6) 
(1.23) 
let me... 11.47-8) 
use it? 
(1.50) 
deployed in a con- 
text where raillery is certainly due. Nevertheless Marlowe seems 
to have a certain detachment, even at times an amused superiority, 
towards his material. Perhaps his use (which is in fact very pro- 
bably his invention) of the heroic couplet form contributes to 
this impressionl - the formal patterns of balance and antithesis 
prompt a style which is at once more detached, and more elaborate, 
than Ovid's lively elegiacs. -It is a style which, to take a very 
trivial example, translates 'ecce, Corinna venit' (Am. I, v, l. 9) by 
'then came Corinna', with a small but perceptible loss of dramatic 
immediacy: the measured tread of the iambics just doesn't seem 
adequate to convey the tremulous greed of Ovid's eyes and hands. 
It is, however, certainly more than simply a matter of verse forms. 
Marlowe appears to derive great pleasure from Ovid, but he , cannot 
resist going one better, or as J. B. Steane puts it: 'What. in Ovid 
is amused but on the whole appreciative becomes in Marlowe a cyni- 
2 
cal amusement witha destructive undertone. ' Just possibly we 
have in this I 'destructive undertone' a symptom of an attraction- 
repulsion for the Ovidian erotic ethos which is equivalent to the 
sense of divided aims we found in Daye. 
Such a possibility finds confirmation in Hero and Leander 
which came at the end of Marlowe's writing career just as'Ovid's 
1 See Steane, 287,: and Jacobsen, - 158.. '_ Cläiths. have, however, ,;, also been made forýHall, Heywood and Drayton as. 'Augustän-:. 
precursors' .,.. 
.. 
2 'Marlowe, A, Critical Study,, -290.. 
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Elegies came at the beginning. 
l J. B. Steane makes a relevant 
point about Marlowe's development between the two poems when 
he 
notes that the element of raillery in the Elegies 
'develops as 
a basis of [Marlowe'] art in Hero and Leander: the mock-heroic 
feeding like an acid on much of his own former manner, destructive 
also of heroic and romantic conventions, sometimes poking 
fun, 
sometimes belittling with humour of a much more aggressive, and 
even sadistic kind' (Marlowe, A Critical Study, p. 292). H 
A relevant comparison might be between these two lines from 
Ovid's Elegies - 
Brasse shines with use; good garments would be worne- 
Houses not dwelt in, are with filth forlorne, (I, El. 
A, ll. 5l-2Y 
and their expansion, in Hero and Leander, into the ten lines 
beginning - 
Vessels of Brasse oft handled, brightly shine, 
and ending - 
Who builds a pallace and rams up the gate, 
Shall see it ruinous and desolate. (Sest. I, 11.231-40) 
It is impossible to believe that Marlowe was not aware here of the 
double-entendre contained in 'gate'. Another. example comes from 
Marlowe's reworking of the 'sua proditione' idea from Amores Irv. 
In his translation Marlowe adds a characteristic touch, 
ý- 
And striving thus as one that would be cast, 
Betrayde her selfe, and yeelded at the last (11.15-16) 
where 'that would be cast' is a Marlovian invention and intensific- 
ation. That touch of knowingness ripens into this, in, Herd and 
1 The date of composition for Hero and Leander has always been 
a crux of Marlowe scholarship; however accept the view that.. 
puts it' late rather than early: ' see The' Poems of Christopher 
Marlowe; 
_ed. 
Millar MacLure, (1968)'. xxv. -For-'the view-that 
dates the poem as contemporaneous with Ovid's Elegies,, see 
'Poems, ed., L'. C. Martin (1931), 3-4. I take my text from 'the 
Fredson Bowers edition:. already cited. 
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Leander: 
Treason was in her thought, 
And cunningly to yeeld her seife she sought. 
Seeming not woon, yet woon she was at length, 
In such warres women use but halfe their strength. (Sest. II, 11.293-6) 
Here and elsewhere in the poem is a good-humoured, man-of-the 
world cynicism about women which looks forward to the mob of 
gentlemen who wrote with ease. It is a tone which is Marlowe's 
contribution rather than Ovid's, whose attitude to women is 
generally respectful and often tender. (Of course Ovid too 
portrays love as: a kind of game, but it is a game that men and 
women can and do play on an equal footing. ) 
The note of asperity in Marlowe has been often noticed. 
J. B. Steane comments on it adversely in his Marlowe, A Critical 
Study (see p. 332). M. C. Bradbrook says that Marlowe 'appears 
of a sensuous and passionate temper, but detached in his atti- 
tude towards other people. '1 Russell A. Fraser uses the same 
word: 'The wealth of epigram lavished by the poet is characteristic 
of nothing 
2 
so much as a sophisticated wit, amused, and entirely 
detached. ' C. S. Lewis casts his objection into a different mould. 
For him Hero and Leander enjoy a love that is purely carnal: 
It is as if we were allowed to share in the erotic experience 'of 
two daemons or two wild animals. '3 Even Douglas Bush, who at` 
one point gives what was until recently the more usual view of 
the poem, that" ' inw its total effect [it] is an almost unclouded 
celebration yof^, youthful, 
=passion and -fullness of physical- life' , 
comes, -to, a differente(and=surely incompatible) view a' few pages` 
1'_ 'Hero ' and 'Leander'., ' Scrutiny; '="` 2 (1933-4)v-, 63-4:. -. ' 
2 ', The Art of Hero and Leander'3.. 
En lish Literature in the'Sixteenth`Centu ry, OHEL vö1.3 (Oxford 
1954)9 487. ', =. 
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further on: 'The poet who dramatized his thirst for knowledge 
and power had also before him the vision of Helen, and 
in Hero 
and Leander he showed the same egoism, on a smaller stage, seeking 
and enjoying possession of beautiful bodies and beautiful things. 
'1 
All these accounts seem to accuse Marlowe of a fundamental cold- 
ness of spirit and of an incapacity for tenderness. It is as 
if 
he had a splinter of ice in his heart which led him to take an 
'aesthetic' attitude towards his materials, including the human 
personages who people his poems. Professor Bush's reference to 
Marlowe's 'egoism fin] seeking and enjoying possession of beau- 
tiful bodies and beautiful things' of course echoes his earlier 
description of the sensationalist element in Italian Renaissance 
poetry ('beautiful words about beautiful things, things and bodies 
which can be seen and touched'), but I think the closest and most 
helpful parallel is with what I have already described as the 'con- 
fusion between the animate and inanimate, both of which seem capable 
of conveying an identical voluptuary pleasure', to be found in the 
Hypnerotomachia. Just as we cannot at first tell as we read the 
prose translation whether the 'elegant Cigrued Nimph' is girl or 
fountain, so in reading Marlowe's description of the temple of 
Venus (Sest. I, l. 135 ff. ) we cannot easily distinguish the 'vailed' 
Hero from the gods and goddesses flickering on the temple's marble 
floor. 
The turning of erotic experience into aesthetic pleasure in 
Hero and Leander is best seen in the two meetings between the 
lovers in the second Sestiad. At the conclusion of the first of 
these meetings it is not easy to accept Leander'. s suspicion that 
'Some amorous rites or other. were neglected''(1.64) after having 
'. 1 Mythology and the Renaissance Tradition, 122 and 134. 
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heard him deliver a sermon of one hundred and twenty-two lines 
on the subject in Sestiad I (11.199 ff. ). This is, however", a 
minor blemish, particularly as it would be a mistake to take 
Hero and Leander as consistent 'characters' rather than as, in 
the words of Hallett Smith, 'focal points for mythological in- 
ventions' (Elizabethan Poetry, -p. 82). Nevertheless Marlowe's 
combination of sly knowingness - 
The more a gentle pleasing heat revived, 
Which taught him all that elder lovers know... 
Shee, with a kind of graunting, put him by it, (11.68-9,73) 
with tongue-in-cheek sententiae - 
Love alwaies makes those eloquent that have it... 
Jewels being lost are found againe, this never, (11.72,85) 
strikes a more discordant note. This is the Ovidian ethos without 
the Ovidian gaiety and warmth, a telling over of pagan beads with- 
out belief. It is as if Marlowe felt impelled to present the ethos 
of the Art of Love but without whole-heartedly subscribing to it 
himself. Like Daye, he rejoices in the external luxuriance whilst 
simultaneously denying the spirit. 
A similar preciosity is to be seen at the beginning of the 
second scene between the lovers. Leander has reached land-after 
a stormy passage of the Hellespont and calls at the door of Hero's 
tower: 
She stayd not'for her robes', but straight arose, And drunke with gladnesse, to the dore she goes, Where seeing a naked man, she scriecht for feare, 
Such sights as, this, to'tender maids are rare,. 
And ran into the darke her. selfe to hide,.,, 
Rich jewels in the darke are soonest spider 
Unto her he was led, or rather drawne, 
----By--those white limmes, -which sparckled. through the lawne. The neerer that he came, the more she fled, 
And seeking refuge, slipt into her bed. (11.235-44) 
Here is the same subtle mixture of raillery ('she scriecht for 
fear'), mocking sententiousness ('Such sights'; as. -. this', 'Rich 
-ýi- 
jewels'), subtle erotic evocation ('which sparckled through the 
lawne') and sly innuendo ('seeking refuge, slipt into her bed'). 
Only once does the sun of nature break through these clouds of 
art (or is it not rather artfulness? ) at the very climax of the 
love-play: 
Even as a bird, which in our hands we wring, 
Foorth plungeth, and oft flutters with her wing, 
She trembling strove this strife of hers (like that 
Which made the world) another world begat 
Of unknowne joy. (11.289-293) 
For a moment Leander ceases to be 'an amorous (and sophistical) 
undergraduate' and Hero 'a suburban virgin' (Millar MacLure's 
happy descriptions) 
1 
and they become true lovers; the brief 
phrase 'she trembling strove' has a more potent erotic effect 
than anything else in the poem. 
Hero and Leander was one of a new and popular genre, the 
mythological-erotic poem or epyllion of which there were more than 
fifteen between 1593 and 1598 and several more subsequently, all 
with a greater or lesser degree of Italianate colouring. The 
similarity in erotic tone between these poems and the translations 
from Greek, Italian and French- from which I have already'quoted, 
may be suggested by the following extracts: 
In bri'efe, while these rare parragons assemble, 
The watrie world to touch their teates doo tremble. 
(Thomas Lodge's Scillaes Metamorphosis (1589), st. 10) 
His amber-couloured tresses, ne'er yet cut, 
Into her luke-warme bussome she did put. 
(Thomas Edwards's Cephalus and Procris (1595), 11.207-8) 
,- 
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A dainty smock of Cipresse, fine and thin, 
We cast with curls next to her Lilly skin: 
Throgh which the purenes of the same did show 
Lyke Damaske-roses strew'd with flakes of snow, 
Discovering all her stomack to the waste, 
With branches of sweet circling veynes enchaste. 
(Michael Drayton's Endimion and Phoebe: Ideas Latmus 
(1595), 11.121-6) 
Her plentious haire in curled billowes swims 
On her bright shoulder: her harmonious lims 
Sustainde no more but a most subtile vaile 
That hung on them, as it durst not assaile 
Their different concord: for the weakest ayre 
Could raise it swelling from her bewties fayre 
Nor did it cover, but adumbrate onelie 
Her most heart-piercing parts... 
(George Chapman's Hero and Leander, Sest, IV (1598), 
11.25-32) 
... whilst a wanton wind, Like to some pleasant civit smelling breath, 
Would gentlj play him with her vaile beneath, 
And come, ad go, heave up, throw downe, to show 
Twise-wounded Faunus, what he did not know: 
(John Weever's Faunus and Melliflora (1600), 11.452-6) 
Her skinne was with a thinne vaile overthrowne, 
Through which her naked beauty clearely shone. 
She us'd in this light rayment as she was, 
To spread her body on the dewy grasse: 
(Francis Beaumont's Salmacis and Hermaphroditus (1602), 
11.387-90) 
Such when this gentle boy her closly view'd, 
Onely with thinnest silken vaile o'er-layd, 
Whose snowy colour much more snowy shew'd, 
By being next that skin.... 1 
(Phineas Fletcher's Venus and Anchises: Brittain's Ida 
(1628; written c. 1609/10), Canto III, st. 13) 
We are still in the world of scantily clad damsels, disguising"' 
1 All quotations from the, epyllia are taken from' Elizabeth"Ä^ 
Story Donno, ed., Elizabethan Minor Epics (1963). 
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their nudity with the help of veils, loose gowns and diaphanous 
billows. 1 
A feature of these poems and of Elizabethan love poems 
generally is a luscious catalogue of feminine beauties, surveyed 
feature by feature like touring a landscape. (Ovid's brief 'tour' 
of Corinna's body has already been mentioned in my Introduction. ) 
The convention has its origins in the Song of Songs and in the 
tradition which derives directly from this source the tropes are 
used in a symbolic way, 'with the specific points of comparison 
being not visual but conceptual; that is, items of a similar 
level of excellence are compared, even though they may not have 
a direct physical resemblance. Israel Baroway gives the following 
example in his valuable article on biblical catalogues and their 
Renaissance counterparts in Spenser: 
Thy necke is like a tower of ivory (Song of Songs, 7: 5, 
Bishop's Bible of 1568) 
Her snowie necke lyke to a marble towre (Epithalamion, 1.177) 
As he explains, such a comparison might seem grotesque to Western 
readers but would be readily appreciated by an Oriental who 'sees 
nothing ridiculous in the comparison, for his aesthetic realization 
is independent of close sensory congruity'. 
2 Baroway illustrates 
the non-realism of the method by pointing out how 'His head is as 
1 The epyllia also illustrate another topic of the'Art of Love 
which is that of sexual reciprocity; repeatedly in these poems it is the woman who takes the sexual initiative. However 
G. T. Doherty covers this topic in his doctoral thesis 'The 
Renaissance Liberation of Women: Studies in the theme of "female dominance" in the poetry of the 16th and 17th centuries' (University College, London, 1972) and I have therefore had to 
leave it to one side. 
2 'The Imagery of Spenser and the' Sony of Songs'-, JEEGGP, '33 (1934), 
25. 
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fine golde, his lockes... blacke as a raven' (Song of Songs, 5: 11) 
is contradictory if taken in anything but symbolic terms: 'With 
the inventory of the remaining corporeal components, they consti- 
tute a fusion of excellences whose total effect is highly sensuous 
but definitely not erogenic' (art. cit., pp. 27-8). 
Developing out of this was another tradition which kept 
closer to nature and mythologized the body in terms of fruit, 
flowers and precious minerals. Passages such as the following 
by Petrarch were translated, imitated and adapted by several 
generations of Petrarchan sonneteers: 
e le rose vermiglie infra la neve 
mover da 1'6ra a discovrir 1'avorio 
the fa di marmo chi da presso '1 guarda. l 
And the crimson roses [her lips] within the snow her face] move with the breeze Lher breath. as she talks] and reveal the ivory [of her teethl turning 
to marble he who looks on them from close*by, ) 
Leonard Forster says that 'before the end of the fifteenth century 
in Italy the lady's beauties were codified - the golden hair, the 
fine white hands, the black eyes, the ebony eyebrows, the roses 
and lilies in her cheeks, her pearly teeth, the coral lips, her 
breasts like globes of alabaster. '2 The fashion soon spread to 
Renaissance France and 'Blasons anatomiques du corps feminin' 
began to appear in the mid-1530s3 - another aspect of that passion 
for the sensuous and Italianate I mentioned in connection with 
the School of Fontainbleau at the beginning of this chapter. 
1 'Sonetto C', I1 Canzoniere, ed. Alberto Chiari (Bietti,, 1966), 
232. 
2 The Icy Fire (Cambridge, 1969), 9-10. 
3 See D. B. Wilson, Descriptive Poetry in France from blason to 
baroque (Manchester and New York, 1967 and in particular the 
sections entitled 'The blason marotique' (pp. 10-31) and 'The blason and the art of love' (pp. 32-41). There is a good col- lection of blasons in D. [ominique] M. [artirr N. [6onj , Blasons, Posies Anciennes de XV et xvimes Siecles (1 Paris, 1809), an a 
set of specifically anatomical blasons in Les Blasons Anatomi- 
ques du Corps Feminin (Amsterdam, 1866; rp . (o a volume st published in 155n 
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A fine and influential example of the genre may be found in 
Ariosto's description of Alcina from the seventh canto of Orlando 
Furioso: 
Spargeasi per la guancia delicata 
misto color de rose e di ligustri; 
di terso avorio era la fronte lieta... (st. 11) 
Bianca nieve ý il bel collo, e'1 petto latte... 
due pome arcerbe, e pur d'avorio fatte, 
vengono e van come onda al primo margo 
quando piacevole aura il mar combatte. 
i (st. 14) 
(A mixed colour of rose and lily was sprinkled over her 
delicate cheeks; her happy forehead was of polished ivory 
... White snow is her neck and milk her bosom... Two little sharp-tasting apples of ivory rise and fall 
Con her bosom] like waves on the sea-shore when a 
pleasing breeze struggles with the sea. ) 
Here Ovid, the Song of Songs, the Petrarchan proto-Renaissance, 
and the High Renaissance of Ariosto, all splendidly coalesce. 
That Elizabethan poets specifically knew Ariosto's descrip- 
tion is proved by Thomas Watson's prefatory admission of plagiar- 
c 
ism in his EKATOMT(AGIA : 
The passion of love is lively expressed by the Authour, in 
that he lavishlie praiseth the person and beautifull ornamen- 
tes of his love: one after an other as they lie in order [i. e. 
as a 'catalogue ]. He partly imitateth here in Aeneas Silvius 
... & partly he 
followeth Ariosto cant. 7. where he escri et 
Alcina: & partly borroweth from some others where they describe 
the famous Helen of Greece: you may therefore, if you please 
aptlie call its sonnet as aScholler of good judgement hath 
already Christened it &Lv) -tYapatrv-r .2 
Watson's own catalogue in the poem which follows is heavily freigh- 
ted with conventional epithets. The girl's 'yellowe lockes' are of 
'beaten goulde', her eyebrow is 'like Iris in the skies', her lips 
1 Ceserani, 1,217-18. I have again chosen Ariosto's description 
of Alcina but could equally well have taken the descriptions of 
Angelica (X, st. 95 ff. ) or Olimpia (XI, st. 65 ff. ). See also 
Boccaccio's description of Fiammetta in the Decameron (IV, 4) and 
Petrarch's of Sofonisba in Africa (V, 11.22-5 riosto's 'misto 
color di rose e di ligustrithe best possible mixed paren- 
tage in the Song of Songs, 2: 1 and the Am ores II, v, 37 ('quale 
rosae fulgent inter sua ilia mixtae'). 
c 2- The EKATOMITAOIA, or Passionate Centurie of Love (1582), explan- 
atory pre ace to poem VII. 
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'more red than any Corall stone', on either cheek 'a Rose and 
Lillie lies', and her neck is whiter than a swan's. Another cata- 
logue from Tottel's Miscellany may be enlisted to fill in some of 
the gaps. In 'Description and Praise of his love' the girl has 
'yvory teeth. where none e: edes the rest', her body is 'small and 
straight as mast upright', her arms are 'long' and her hands are 
painted 'with veines all blew and white'. The poet continues: - 
What shall I say for that is not in sight? 
The hidden partes I judge them by the rest. 1 
A sub-Petrarchan catalogue is one of the least entertaining 
forms of reading possible, as well as one of the least erotic; 
it represents Art at its most intransigently divorced from first- 
hand sense perception. There is, of course, a balance in all 
literature between what is the product of feeling and what is the 
product of artifice, but there is little doubt that in the majority 
of Elizabethan catalogues the balance tips strongly towards the 
latter. Nature perfected by Art was for the Elizabethans a more 
perfect image of God's bounty than unadorned Nature itself, for 
as Sir Philip Sidney reminds us: 'Nature never set forth the earth 
in so rich tapestry as divers poets have done; neither with plea- 
sant rivers, fruitful trees, sweet-smelling flowers, nor whatso- 
ever else may make the too much loved earth more lovely. Her 
world is brazen, the poets only deliver a golden. '2 When a few 
paragraphs further on he summarizes Aristotle's theory of mimesis 
as 'a representing, counterfeiting, or figuring forth - to speak 
metaphorically, a speaking picture', we might be tempted to see 
1 Tottel's Miscellany, ed. H. E. Rollins (Cambridge, Mass., 1928), 
Iý 203. 
2 An Apology for-Poetry, ed. 
-Geoff ' 
rey Shepherd (Manchester, 1973), 
1000 
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in this an equivalent of Boucher's painting of Miss O'Murphy, 
which in a sense 'speaks' to us with the accents of a dramatic 
monologue. And yet almost certainly Sidney would have seen in 
that painting more 'Nature' and brazenness (in both senses of 
the word) than was consonant with Elizabethan taste, for when 
Art improves Nature and makes her 'speak' it is in the direction 
of a concord which echoes not so much the real world, a knowledge 
of which may be gained by sight and touch, as a world invented, 
perfected and idealized by the poetic imagination. 1 
C. S. Lewis makes a similar point when he says that poets of 
the English Renaissance 'are never concerned solely to communicate 
an experience; they are also concerned - usually more concerned 
to fabricate a novel, attractive, intricate object, a dainty 
device. They would hardly have understood how a modern can use 
words like "pretty" and "clever" in dispraise of a poem. '2 Part 
of the virtue of this particular formulation lies in its context, 
which is a discussion of George Gascoigne's Certayne Notes of 
Instruction. Gascoigne argues for 'the rule of Invention', and 
as an example gives this: 'If I should undertake to wryte in 
prayse of a gentlewoman, I would neither prayse hir christal eye, 
nor hir cherrie lippe, etc., For these things are trita et obvia. 
But I would either finde some supernaturall cause wherby my penne 
might walke in the superlative degree, or els I would undertake 
to aunswere for any imperfection that shee hath, and thereupon 
1 See Geoffrey Shepherd's discussion of 'The Other Nature' in his Introduction to An Apology. 
2 English Literature in the Sixteenth Century, 271. There is 
an interesting discussion of artifice in Elizabethan 
Decoration: Patterns in Art and Passion', TLS (3 July 1937), 485-6. 
I. 
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rayse the prayse of hir commendation. '1 Gascoigne's rejection 
of the 'trite and obvious' elements of the typical catalogue does 
not of course prompt him into first-hand observation or into 
finding an image which may 'communicate an experience'; rather 
it leads him into a 'more 'superlative' - that is, more brilliant 
and inventive - elaboration of artifice. It takes him yet fur- 
ther away from a 'representing, counterfeiting, or figuring forth' 
of the unadorned world of Nature as derived from first-hand ex- 
perience. 
A convenient illustration may be found in two poems by 
Robert Greene. In 'Menaphons Eclogue' Greene rings all the Pet- 
rarchan changes. The girl's locks are like wool, her brows, like 
'pretie tables of conceate', her cheeks like 'ripened lillies 
steept in wine', 
Or faire pomegranade kernels washt in milke, Or snow white threds in nets of crimson silke, 
Or gorgeous cloudes upon the Sunnes decline, 2 (11.26-8) 
her lips are 'roses overwasht with dew', and so on. But in 
'Melicertus Eclogue' (ibid., p. 258) the eponymous hero takes 
Menaphon to task: 
Stones, hearbes and flowers, the foolish spoyles of earth, Flouds, mettalls, colours, dalliance of the eye: 
These show conceipt is staind with too much dearth: 
Such abstract fond compares make cunning die. (11.5-8) 
He then roundly condemns Menaphon's terms 'for they are stale', 
and replaces them by mythological fantasies of his own: 
Once Venus drempt upon two pretie things, 
Hir thoughts they were affections chiefest neasts: 
She suckt and sightht, and bathde hir in the springs, 
And when she wakt they were my Mistres breasts. (11.45-8) 
1'. Certa e Notes of Instruction in En lish Verse (1575)., ed. 
Edward Ar er, English Reprints 32. 
2 The Play's and Poems of Robert Greene, ed. J. Churton Collins 
(Oxford, 1905), 11,25. 
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There is nothing here that is trita et obvia - Greene's pen 
in 'Melicertus Eclogue' indeed seems to 'walke in the super- 
lative degree'. But it does so by turning ever more resolutely 
away from the world of natural appearances, towards a world ruled 
by imagination and artifice. 
The reason why so few Elizabethan catalogues are erotic will 
be apparent from the above: without a degree of specificity de- 
riving from Nature there can be no sexual arousal. Some hint or 
clue must nudge a reader's imagination into a direct apprehension 
of the girl's physical presence and desirability; where there is 
a fatal equivalence of terms, as when a neck is 'milke white' in 
Scillaes Metamorphosis (stanza 48) and teeth are 'whiter than 
mornings milke' in Salmacis and Hermaphroditus (line 114), there 
can be no focus and therefore no excitement. All too often in 
the Elizabethan catalogue this lack of focus, which is synonymous 
with the lack of first-hand observation, leads to absurdities such 
as the following: 
Her chin, like to a stone in gold inchased, 
Seem 'd a faire jewell wrought with cunning hand, 
And being double, doubly the face it graced 
(Venus and Anchises, 111,8). Here indeed is something which 
answers to C. S. Lewis's description of a 'novel... intricate ob- 
ject, a dainty device' - but no erotic pulses will beat faster 
as a result. 
Side by side with this over-elaboration of artifice runs a 
tendency which, if not in itself exciting sexual feeling, yet 
testifies to a degree of erotic pruriency on the part of author 
and contemporary reader. Here, as an example, is Thomas Cutwode's 
description of Calthea, after Diana has metamorphosed her from a 
marigold into a. nymph: 
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Her belly like a Globe within his Spheare, 
her vains the rules & points & learned lines, 
That leads unto that blessed country, where 
much milk & Nectar flows, & plesant wines, 
That chears mens harts & maketh mery minds. 
In that same happie land me thinks that I 
With all my heart could dwell, & live and die. 
But I must hide all that that nature hides... 
1 
but not before he has led the reader to the very borders of that 
'happie land'. Other poets are somewhat more suggestive. Phineas 
Fletcher pursues a 'lacteall path'- to the 'sweet dwelling' 
Where hundred sweetes, and still fresh joyes attending; 
Receive in giving, and still love dispending, 
Grow richer by their losse, and wealthy by expending. 2 
Richard Lynche comes to the very threshold of 'the christall- 
11 
paved vale of pleasure' and only then 'abstaines fro telling, / 
because by chast eares I am so forbidden. '3 Similarly Barnabe 
Barnes, after having announced that 'I dare not speake of that 
trice holy hill', promptly goes on to do so in some detail. 
When, however, he gets to the 'cleare fountaine' at its foot he 
belatedly collects himself and concludes: 
But whether now? thy verses overlash. 
4 
It is certainly not easy to know how to take this curious com- 
bination of intimate anatomical detail and moral scruple. The 
motif of the 'cleare fountain' may be traditional, but the hypo- 
crisy whereby Griffin, Lynche and Barnes balance on the edge of 
a moral boundary whilst showing that they know what lies beyond 
4 
1 Caltha Poetarum: or the Bumble Bee (1599), stanza 97. 
.2 Venus and Anchises, Canto III, stanza 10. 
3 Diella (1596), sonnet. XXXII. Sonnet III is a catalogue 
4 Parthenophil and Parthenophe (1593), madrigal 26 (p. 73) 
Madrigal 10 is a catalogue. 
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it (surely no contemporary reader would have failed to under- 
stand what Fletcher meant by 'losse' and 'expending' in the 
extract from Venus and Anchises) seems to be entirely Elizabethan 
and to betoken a deliberate naughtiness on the authors' part. 
A comparable passage from Orlando Furioso is a good deal less 
anatomically suggestive: 
Spazio fra lor' tal discendea, qual fatte 
esser veggiän fra piccolini colli 
1'ombrose valli, in sua stagione amene, 
che'l verno abbia di nieve allora piene. (XI068) 
(A space between [her breasts] descended tust as shady 
valleys descend between hills in ttie--pleasantseason when 
wintdr- snow` still, fills the hollows-, ) 
The 'cleare fountaine' itself is not mentioned: 
Di quelle parti debbovi dir anche, 
the pur celare ella bramava invano? 
Dir3 insomnia ch'in lei dal capo al piede, 
quant'esser pub beltä, tutta si vede. (XI, 69) 
(And should I tell you about those parts which she herself wished in vain to hide? All I'shall say is that everything could be seen from head to foot 
and all of it was beautiful. ) 
(Olimpia, unlike Alcina but like Angelical has no veil with 
which to hide her nakedness. ) And even though the editor of 
Ariosto singles out this passage for its 'caldo e deliziosemente 
indiscreto tocco di sensualitä' (Ceserani, p. 379), yet is is 
probably less 'warm' and indisputably less 'indiscreet' than 
any of, the Elizabethan passages quoted above. 
The argument that a deliberate pruriency often chäracterizes 
Elizabethan`amatory"verse can'be, corroborated from the erotic- 
mythological poems, the epyllia, mentioned earlier. Here are, 
some characteristic passages. 1 
s 
1' Un velo non 'ha pure'', Orlando Furioso, X, 95. 
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Whil'st smiling Clore midst her envious blushes, 
Gan blame her feare and pretilie said thus; 
Worse prickes than these are found among these-bushes, 
And yet such prickes are scarcelie feard of us. 
Nay soft (said Chelis), prickes doo make birds sing, 
But prickes in Ladies bosomes often sting. l 
2 ... I'll be a park, and thou shalt 
be my deer; 
Feed where thou wilt, on mountain or in dale; 
Graze on my lips, and if those hills be dry, 
Stray lower, where the pleasant fountains lie. 
Within this limit is relief enough, 
Sweet bottom-grass and high delightful plain, 
Round rising hillocks, brakes obscure and rough, 
To shelter thee from tempest and from rain: 
4 
3 And if I lye the undermost of all, 
It's not the vantage that can make me feare: 
Thou canst not hurt mee with a backewarde fall, 
Poore women-kinde are bredde, and borne to beare. 
3 
4. Then would I beg a touch, and then a kisse, 
And then a lower; yet a higher blisse: 4 
5 Upon the backe part, fixed she her eies 
So firmely, that before she nothing sees. 
But downe she falls (the Nymphes began t9 wonder) 
Faunus above (tut women will lie under). 
In Cutwode's Caltha Poetarum Museus plays on his 'instrument' 
in a passage full of sexual double-entendres, and the sexual 
climax is described in these terms: 
But there I know not how he playd or prickt, but sure it is, and certaine too, that she 
Forthwith upon a sudden flung and kickt, 
and cryed out, the Bee, the Bee, the Bee: 
Help fidler, for the Bumble has stung me. (Stanza 179) 
1 Scillaes Metamorphosis, stanzas 15 and 16. The OED's first 
recorded use of pricke' as penis is in 1592. Lodge'. s'poem 
appeared in 1589. 
2ý Venus and Adonis, 11.231-8, The Poems, ed. J. C. Maxwell , 'The 
New Shakespeare (Cambridge, 1966), 17. 
3. Oenone and Paris, stanza 76. Donno calls this 'an invitational 
-.. speech so ardent that the Trojan is moved to laughter', (p. 11) 
Salmacis and Hermaphroditus, 11.721-2, 
5' Faunus and Melliflora, 11.403-6. 
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And Barnabe Barnes, in sonnet LXIII of Parthenophil and 
Parthenophe (p. 43), wishes like a 'cheane of pearle' 
that I might folde 
About that lovely necke, and her. pappes tickle, 
Or her to compasse like a belt of golde, 
Or that sweet wine, which downe her throate doth trickle, 
To kisse her lippes, and lye next at her hart, 
Runne through her vaynes, and passe by pleasures part. 
There is a world of difference between this and Everard Guilpin's 
obscene epigram 'To Chrestina': 
I told Chrestina I would lie with her, 
When she with an old phrase doth me advise, 
To keepe my seife from water and from fier, 
And she would keepe me from betwixt her thighs, 
That there is water I doe make no doubt, 
But I1'e be loth (wench) to be fired out. 
l 
Guilpin's play on 'fier' and 'water' has the jocular public 
appeal of a dirty joke, whereas Barnes's image of the wine passing 
'by pleasures part' implies a sly complicity between the writer 
and his private readership. If we accept Geoffrey Gorer's dis- 
tinction between 'the enjoyment of obscenity [as] predominantly 
social' and 'the enjoyment of pornography [as] predominantly 
private', 
2 then Guilpin's verses may be called obscene and 
Barnes's pornographic. I intend by this only an indication of 
tendency rather than a strict definition; obviously Barnes, 's 
poem is not pornographic in the full sense outlined in my Intro- 
duction. And yet that tendency is an important one and' can best 
be defined in opposition to the very public obscenity of much 
Restoration and Caroline verse. It is one which, unlike Restor- 
ation obscenity,. incites readers to imagine what they cannot see - 
1' Skialetheia (1598), Epigrams, No. 39. 
,... 
2 ''The Pornography of Death', Encounter (October 1955), 49. 
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And all her garments made so light and thin, 
(Who could restraine, but thinke what was within? )1 - 
and which, by barring the door to sexual explicitness 
(and in 
this respect, at least, it is unlike pornography) yet allows 
abundant scope for the prurient, the sly and the suggestive. 
In John Marston's spyllion The Metamorphosis of Pigmalions 
Image (1598) Pigmalion stands in front of the perfect image he 
has created and indites a catalogue of its beauties. When he 
reaches 'Loves pavillion' he makes a pause: 
There would he winke, & winking looke againe, 
Both eies & thoughts would gladly there remaine. (st. 9) 
Pigmalion is like a 'subtile Citty-dame' who 'peire[s3 through 
her fingers' (stanza 10), which is exactly what Marston invites 
the reader to do. Alittle later the imagined sculptor gazing 
at his creation neatly coalesces with the real-life poet, as he 
day-dreams his way into his mistress's bed: 
He wondred that she blusht not when his eye 
Saluted those same parts of secrecie: 
Conceiting not it was imagerie 
That kindly yeelded that large libertie. 
0 that my Mistres were an Image too, 
That I might blameles her perfections view. (st. 11) 
These lines give us the perfect description of the epyllion poets' 
role - to supply 'imagerie' which provokes prurient curiosity 
but which is at the same time sufficiently veiled and equivocal 
so as to allow the reader to continue to feel"blameles'. 
At one point the sculptor invdkes Ovid: 
0 Ovid would he cry, 
Did ere Corinna show such ivorie 
When she appear'd in Venus livorie? (st. 12) 
. which 
is an ironic turning of the'flesh/ivory trope inside''out. 
At the end Pigmalion's image turns into'a woman and the poet draws 
the curtain with the excuse that what remains" is not fit repor- 
1 `Faunus and Melliflora,. 11.159-60. 
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ting' - but only after inviting his readers, whom he imagines 
as attending with 'wanton itching eare and lustfull thoughts', 
to think what they would do in a similar situation. Ovid at 
a comparable moment draws the curtain in three words ('cetera 
quis nescit? ', Amores I, v, 25), but it takes Marston six highly 
suggestive stanzas (33-38) to do the same. 
There has been a certain amount of critical'debate on 
whether or not Marston intended his poem as a satire on sexual 
prurience rather than as a poem which itself caters to that pru- 
rience. 
l 
I am personally most convinced by A. J. Axelrad's view 
that 'il n'y. a pas d'intention satirique dans Pygmalion, le Poeme 
a ete ecrit serieusement (si Von peut dire) d'un bout a l'autre. '2 
Arnold Davenport comes to much the same conclusion when he com- 
pares Marston's attitude to 'the incongruous self-righteousness 
with which some reporters interlard their gloatingly detailed 
accounts of unsavoury court-cases. '3 Marston's own later cri- 
tical view of the poem (in the sixth satire of The Scourge of 
Villanie he calls it 'nastie stuffe' and 'maggot-tainted lewd 
corruption') is quite consonant with such an intention; that is, 
he could well have written it as a contribution to the erotico- 
mythological mode then popular, and then when he discovered his 
true role as the flail of Elizabethan immorality, scornfully 
,., dismissed it. Either way. it bears excellent testimony toll the 
nature of contemporary Elizabethan tastes. 
1 See for example Smith, Elizabethan Poetry, 239-40, ýan Bush, 
Mythology and the Renaissance Tradition, 181 ff. ;' 
2,, Un Malcontent Elizabethain (Paris, 1955), 31.: 
3 The* Poems of John Marston (Liverpool, 1961), 9-10.; 
. 
-86- 
The conclusion I would come to is this: Elizabethan 
epyllia are often suggestive in a sexual sense; they are also 
highly artificial; the artifice can partly disguise the suggest- 
iveness and make it appear 'blameles'; but the poems neverthe- 
less often wander over the borderline into prurience. What 
they testify to collectively is a pressure of erotic feeling 
(or at the very least, of erotic curiosity) which is barely 
contained - if at all - beneath the elaborate and brilliant 
surfaces. And the resultant tension between what the poet is 
tempted to say and what he feels he can say gives Elizabethan 
erotic poetry a nervous, even neurotic, sexuality which is as 
unlike the easy ribaldry of the Middle Ages as it is the pagan 
realism of Ovid. 
It is tempting at this point to relate these conclusions 
to the general intensification of sexual awareness taking the 
form'of an attraction-repulsion towards sexuality, or to what 
Theodore Spencer has called the 'revulsion of feeling, on, the 
part of men of the world as well as puritans, against all the 
sensuousness and expansiveness that the Renaissance had implied', 
' 
that marks the last decade of the sixteenth century. Already in 
the 1580s Sidney had noted that a poet's wit could be 
! hantas- 
tike, which doth contrariwise infect the fancy with unworthy 
objects' and like the art of the painter 'please an ill-pleased 
eye with wanton shows of better hidden matters. '2 Butless than 
ten years later Robert Southwell, in his Epistle Dedicatory to 
Saint Mary Magdalens Funerall Teares(1591), writes about wanton 
.Hi 
1 'Donne and his Age', in Theodore Spencer, ed., A Garland for 
John Donne (Cambridge, Mass., 1931), 186. 
2 An Apology for Poetry, 125. Geoffrey Shepherd dates the 
Apology to between. l 81'and 1583 (see p. 4). 
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shows as though their production were now common practice: 
'And therefore sith the finest wits are now given to write 
passionate discourses, I would wish them to make choice of 
such passions, as it neither should be shame to utter, nor 
sinne to feele. ' And in the Epistle Dedicatory to Saint Peters 
Complaint published in 1595 he claims that it is the Devil who 
has 'possessed almost most poets with his idle fansies. i1 . 
In 
1586 William Webbe could write: 'As for our Englishe Poetrie, 
I know no such perilous peeces [as those by Ovid, Martial and 
Lucan he has been discussing] (except a few balde ditties made 
over the Beere potts, which are nothing lesse then Poetry)... 
which indeede is lesse to be mervailed at among us then among 
the olde Latines and Greekes, considering that Christianity may 
be a staie to such illecibrous workes...! 
2 
Twelve years later 
sees the publication of Pigmalion, The Scourge of Villanie and 
Hero and Leander, all works which from Webbe's point of view 
would blatantly qualify as 'perilous peeces'. 
3 
There have been a number of explanations for this tintensi- 
fication of erotic feeling in the course of the last decade. of 
the sixteenth century. John Peter relates it to the metaphysical 
uncertainties of the time: 'It seems to be a fact that'? periods in 
1 S. Peters Complaint, and S. Mary Magdalens Funerall. Teares 
T-1-6-1 6T9 50 and A2v. Southwell was a Roman Catholic; 
'`for, 
the 
Puritan reaction see Lawrence A. Sasek, The Literary ýTem er 
of the English Puritans, Louisiana State University, Stu es, 9 (Baton Rouge, 1961), Chapter 4. 
2A Discourse of English Poetrie, in G. Gregory Smith, t ed. 
Elizabethan Critical Essays Oxford, 1904), 255. 
ý3 John Peter draws attention to William Bastard's complaint in 
the same year that his printer is unenthusiastic about his 
verses because they are not sufficiently licentious; Corä- 
p laint and Satire in Early English Literature (Oxford? T956), 
INO 
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of doubt and instability the reading public as a whole tends to 
shift whatever interest it may have in the imprecise quantity 
"Love" to the more limited and downright quantity "Sex", eagerly 
exchanging a rich and full but puzzling whole for a more manage- 
able fragment. And there are unmistakable signs that this pro- 
cess, not unknown in our own times, was taking place also in 
Marston's day' (Complaint and Satire, p. 170). D. H. Lawrence 
thought it was the prevalence of syphilis that caused 'a terror, 
almost a horror of sexual life' which 'appeared to take full grip 
on the northern consciousness at the end of the sixteenth century. 'L 
Whatever the explanation, this late Elizabethan preoccupation with 
lust is certainly very striking. Theodore Spencer points out how 
lust for Dante was 'the least of important sins [but] according 
to Shakespeare, for a while at least, and to Marston for most of 
his literary career... did more harm than all the other sins put 
2 
together. ' Marston's repudiation of lust in particular has an 
almost frenzied note to it: 
What should I say? Lust hath confounded all, The bright glosse of our intellectuall 
Is fouly soyl'd. The wanton wallowing 
In fond delights, and amorous dallying, 
Hath dusk'd the fairest splendour of our soule" 
Nothing now left, but carkas, lothsome, foule. ' 
(11.165-70) 
1 'Introduction to these Paintings', Phoenix, ed. Edward D. 
McDonald (1936), 551. There are certainly a number of very bitter poems which take the ravages of syphilis as their 
subject: for example, Epigrams 11 and 21 from The Com lete 
Poems of Sir John Davies, ed. Alexander B. Grosar , 
2 'John Marston', Criterion, 13 (1933-4), 588. 
3 'Satyre VIII', Davenport, 155. What I call frenzy, John 
Peter in Complaint and Satire calls a 'possibly pathological 
performance (p. 176).. 
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The significance of this passage will be apparent if we con- 
sider that the 'fond delights' and 'amorous dallying' are pri- 
marily the subject-matter of the epyllia that we have just been 
considering. 
l 
Such a volte-face cannot easily be explained and to attempt 
to do so in terms more definitive than those proposed by John 
Peter or D. H. Lawrence would be to extend the subject-matter of 
this thesis beyond its natural limits. However a provisional 
explanation has already been given in my Introduction and I there- 
fore feel justified in repeating it here. The psychic havoc which 
seems to have been caused by the intensification of erotic feeling 
in the 1590s may well have been due to the impossibility of re- 
conciling the 'self-contained system' of Renaissance sensuousness 
on the one hand with the prescriptions of an unworldly religion 
on the other. The tensions we noted in Marlowe, and which receive 
their classic expression in Doctor Faustus, were by the mid-1590s 
close to breaking point. When Arnold Davenport speaks of Marstons, 
view of man as trapped between adhering 'to an unnatural absti- 
nence that revenges itself in perversions worse than the sins of 
sensuality it is hoped to avoid... or to a habitual recourse to an 
act that by its nature smothers and obscures the rational soul' 
(The Poems, p. 24), he defines the malaise of the age as a whole. 
There were, on the one hand, the delights attendant upon the 
satisfaction of sensual curiosity and, on the other, the persistent 
1 Since writing the above I have seen Gerald Doherty's very in- 
teresting'discussion of the theme of the decay of the world 
and its relevance to sexual ethics, in his thesis 'The Renais- 
sance Liberation of Women' (pp. 118 ff. ). Mr. Doherty also 
comments: 'It is safe to say that by the 1590s, at least the 
metaphysics which controls the play of sexuality is in a highly fluid state., Male and female roles, the metaphysical exchange 
in givin and receiving has lost something of its sharp defi- 
nition' 
(pp. 
88-9). He gives a full and plausible account of 'the metaphysics which controls the play of sexuality' earlier in hismthesis. 
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reminders that man traditionally ranked just below the angels. 
It was a dilemma which sensitive men living in the mid-1590s 
seemed to find it impossible to resolve and intolerable to con- 
template. 
The ambiguous nature of Pigmalion has already been cited 
as evidence of Marston's divided attitude towards 'amorous dally- 
ings'. The division becomes a chasm in The Scourge of Villanie 
(1598) where Marston consistently describes the 'immodest loosenes 
of our age' in terms which betray a delighted fascination with 
what is ostensibly being satirized; as Hallett Smith puts it, 
'one wonders whether he has quite escaped from identifying him- 
,. self with 
the object of his attack'. 
' The following extracts 
from The Scourge of Villanie are characteristic: 
To snort in filth, each hower to resort 
To brothell pits... 
(Sät. 2,11.41-2) 
Shall Curio streake his lims on his dayes couch, 
In Sommeower? and with bare groping touch 
Incense his lust...? 
(Sat. 3,11.139-41) 
Saurio wish'd himselfe his Mistres buske, 
T-at Fe might sweetly lie, and softly luske 
Betweene her pappes, then must he have an eye 
At eyther end, that freely might discry 
Both hills and dales... 2 (Sat. 8,11.118-22) 
There is a febrile imagination, almost an element of relish, in 
the performance that gives Marston away - we feel that Marston 
too would like to 'snort in filth' and eye those 'hills and dales', 
(SignificantlypArnold Davenport notes that in the second of these 
three extracts Marston models himself on the Ars Amatoria, II, 
1 Elizabethan Poetr , 99. See also Theodore Spencer's comment that 'when he satirized lust, he became lustful too', 'John 
Marston', 597. 
{ 
2- Davenport, 107,115 and-153. 
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624-9 but that he 'characteristically makes the "gentlemanly" 
behaviour more physically disgusting than Ovid does' (p. 281). ) 
John Peter takes Marston's lines directed against Hall and 
directs them against Marston himself: 
Cannot some lewd, immodest beastlines 
Lurke, and lie hid in just forgetfulnes 
But Grillus"subtile-smelling swinish snout 
Must sent, and grunt, and needes will finde it out? 
(Certaine Satyres, Sat. 4,11.29-32) 
It is of course pre-eminently Marston who habitually scents and 
grunts and 'needes will finde it out. ' The particular piece of 
'lewd, immodest beastlines' that Marston here accuses Hall of 
having grubbed out of the ground is Thomas Nashe's The Choise 
of Valentines, a poem that Marston seems to have known better 
than he cared to admit (Axelrad slyly points out that 'nous 
noterons... qu'il avait eu 1'occasion ou eprouve le besoin de 
se tenir au courant de cette littdrature speciale'). 
1 
Nashe's 
poem has hardly had a word spoken in its defence since the day 
it was written. 'Truth to tell', wrote its first editor, 'there 
is little of either [literary merit or intrinsic value) to re- 
commend it. '2 Hallett Smith calls it a 'notorious pornographic 
poem' (Elizabethan Poetry, p. 230) and Ronald B. McKerrow, editor 
of the standard edition of Nashe, includes it among 'Doubtful 
Works' only to concede inconsequentially in a footnote: 'There 
can, I fear, be little doubt that this poem is the work of Nashe. ' 
In his book on Nashe G. R. Hibbard states roundly: 'The story it 
1 Un Malcontent elizabethain, 49. 
2 The Choise of Valentines, ed. John S. Farmer (1899), vii. 
3 The Works of Thomas Nashe, ed. Ronald B. McKerrow, reissued with 
corrections, ' e. F. P. Wi son (Oxford, 1958), V, 141. I have 
taken my text from vol. III of this edition (p. 403). 
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tells has no real point and part of it is downright silly.... 
Its bawdry is of the elementary, direct, indecent kind - Nashe's 
attitude to sexual matters is too normal and healthy to be any- 
thing but. dull. '1 And the editor of the new paperback edition 
of Nashe seems to think the poem more of a curiosity than some- 
thing to be taken seriously. 
2 
In his dedication to 'the Lord S. ' Nashe begs pardon for 
his 'wanton elegie' and then continues: 
Ne. blame my verse of loose unchastitie 
For painting forth the things that hidden are, 
Since all men acte what I in speache declare, 
Onelie induced by varietie. 
Complaints and praises everie one can write, 
And passion-out their pangu's in statelie rimes, 
But of loves pleasure's none did ever write 
That hath succeeded in theis latter times. (11.5-12) 
This is surely a very remarkable declaration. What Nashe is 
saying in effect is that he intends to deal with real relation- 
ships and with how people act in life rather than with how they 
are made to act in poetry. ('Complaints and praises' is pre- 
sumably directed against Petrarchan sonnets but might equally 
well apply to the epyllia we have been considering. ) Nashe is 
'induced by varietie' - that is, by a desire to broaden the scope 
of poetry - to describe the pleasures of love rather than its 
pains. This is an extraordinary ambition to proclaim in the 
context of his times, for what Nashe in fact proposes to write 
about is sexual love as an autonomous activity which does not 
need to be apologized for*or sneaked in under the cover of mytho- 
logical invention. In a word, he intends to write a poem about 
sexual enjoyment in the Art of Love tradition. 
1 Thomas Nashe (1962), 57. 
2 The Unfortunate Traveller and Other Works, ed. J. B. Steane 
.. Harmondsworth, 1972Y, see 33-4. 
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It is St. Valentine's day and the heroine Jill flees to 
an 'upper-ground'1 in London in an attempt to escape from country 
busybodies. The hero of the poem follows her and reaches the 
brothel that she has chosen for her sanctuary where he asks the 
madam for a jade to ride on. The madam makes him first pay a 
'Gods-pennie', or deposit, and then leads him 'by blinde meanders' 
and 'by crankled wayes' to a 'shadie loft' 
Where venus bounzing vestalls skirmish oft, (1.48) 
and where she sets him down in a leather chair and offers him a 
pair of 'prettie Trulls'. However our hero wants his Jill and 
no one else. 'Dame Bawde'', after congratulating him on his good 
taste and extorting the promise of more money, eventually brings 
Jill forward: 
Hey-ho she corns, that hach my heart in keepe, 
Sins lullabie my cares, and falle a-sleepe. Sweeping she corns, as she would brush the ground, Hir ratling silke's my sences doe confound. (11.75-8) 
The prettiness of this should not disguise its erotic efficacy; 
we are already involved in a dramatic scenes with a recognizable 
setting, subdued lighting (a 'shadie loft'), and an artfully 
procrastinated climax. And the suggestiveness-of Jill's entry, 
sweeping the ground with her 'ratling silke's', is worth a dozen 
semi-clothed nymphs. 
Jill excuses herself by saying that she only took refuge 
'in this dancing-schoole... to avoide the troblous stormie weather' 
and that it is Nashe she really loves. 
With that she sprung full lightlie to my lips, 
And fast about the necke me colle's and clips. 
She wanton faint's, and falle's upon hir bed, 
And often tosseth too and fro hir head. 
She shutts hir eyes, and waggles with hir tongue: 
Oh, who is able to abstaine so long? (11.93-8) 
1"A street in Southwark which 'may be supposed not to have 
enjoyed a very good reputation' (McKerrow, IV, 481).. ' 
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This is an excellent example of the love-making by art that we 
have already identified with the influence of Ovid; the 'waggles 
with hir tongue' is first cousin to 'oscula... inseruit' of 
Amores III, vii, 9. The love-making by art is also seen in the 
way the hero undresses the girl: 
Softlie my finders, up theis curtaine, heave (11.100-1) And make me happie stealing by degreese. 
This 'stealing by degreese' is a hall-mark of the voluptuary who 
deliberately slows down erotic sensation so as to enjoy it more 
acutely, the equivalent of Ovid tantalizing himself throughout 
the chariot-race in Amores III, ii. That it is deliberate is 
proved by Nashe's impatient exclamation as he nears his goal: 
(A pox on lingring when I am so nighe). (1.104) 
The catalogue that follows isn't highly original, but it includes 
two telling details. Jill's 'wombe' (i. e. stomach) is made to 
shine 'as bright as anie silver streame', which gives it a highly 
seductive wet sheen, and her 'loftie buttock' is 'barred with 
azure veine's', where we see in parvo the specificity of true 
erotic art. The hero's enthusiasm for this buttock is'in fact 
so unconfined that when the climax comes it finds him 'all un- i 
arm'd' - that is, unmanned - and he is faced with the same prob- 
lem as Ovid in Amores III, vii. Jill, however, comes. to the rescue 
and brings his-'sillie worm' back to life, thereby proving her- 
self a better artist than Ovid's mistress when faced by*a similar 
contingency. 
The bout of love-making that follows is extremely; explicit, 
somewhat ridiculous, but not I think either prurient or porno- 
graphic. It is very doubtful if 'thacking' and 'foining' and 
'striking' and 'diving' can ever be the material for good art, 
although Nashe's efforts in this direction are certainly less 
.. 
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embarrassing than (say) Hemingway's in For Whom the Bell Tolls. 
The comparison with Hemingway enforces the point that Nashe's 
idea of love-making is that it. constitutes a reciprocal pleasure 
between both parties; the girl 
**AndVere-moand 
re meetetake's sahimblithe thenmidlefree waye 
aye, 
(11.153-4) 
whereas by contrast Hemingway's heroine, his 'little rabbit', 
takes but doesn't give - she is the passive medium upon whom the 
hero acts. Jill not only acts as vigorously as her lover but she 
insists upon the girl's right to an equal share of pleasure: 
Oh not so fast, my ravisht Mistriss cryes, 
Leaste my content that on thy life relyes 
Be brought too-soone from his delightfull seate, 
And me unwares of hoped bliss defeate. 
Togeather lett our equall motions stirr 
Togeather let us live and dye my deere.... (11.179-84) 
This is realistic enough and it may be argued that it is too real- 
istic. Nevertheless I would suggest that it is not pornographic; 
there is no gratuitous exploitation of the sensational for its own 
sake. In fact in the passage leading up to the climax there is a 
curious effort at impersonality, where 'I', becomes 'he' as if at 
this point Nashe wanted to generalize the immediacy of; this highly 
intimate scene. When the climax does come it is extremely graphic, 
but still not accompanied by anything that could conceivably be 
called a 'winke': 
With Oh, and Oh, she itching moves hir hipps, 
And to and fro, full lightlie starts and skips. 
She ierks hir leggs, and sprauleth with. hir heeles, 
No tongue maie tell the solace that she feeles. 
(11.199-202) 
'This is what it is really like', Nashe seems to be saying and it 
is significant that it is her reactions, and her 'solace', that 
he is primarily concerned with. Once the perfect enjoyment is 
} 
concluded the man wants to go to sleep, but for the woman the 
climax is not the culmination: 
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Not so my deare; my dearest Saint replyde; 
For, from us yett thy spirit maie not glide 
Untill the sinnowie channels of our blood 
Withould their source from this imprisoned flood; 
And then will we (that then will com to soone) 
Dissolved lye as-though our dayes were donne. (11.205-10) 
Admirable lines and not least because they give the woman's 
point of view so candidly. At this point, however, poor Nashe 
begins to 'fade' (1.214) and the girl concludes: 
He is the sonne of Time, and hate's mm blisse. 
Time ner'e looke's back, the rivers ner e returner 
A second spring must help me or I burne. (11.222-4) 
And so she says 'Adiew' to that 'faint-hearted instrument of 
lust' and forsakes it for 'my little dilldo', which will 'never 
make my tender bellie swell'. 
At first reading it seems a pity that the poem has to con- 
elude on this note and certainly Nashe's picture of the dildo 
in action (11.276-88) is very disgusting. But in fact Nashe's 
tone is more angry than sly or exploitative - he genuinely de- 
tests the little machine which has taken over from Priapus: 
Behould how he usurps in bed and bowre, 
And undermine's thy [i. e. Priapus's) kingdom everie howre. 
How slye he creepe's betwixt the barke and tree, 
And sucks the sap, whilst sleepe detaineth thee. 
(11.249-52) 
The strength of that last couplet is a token of his genuine 
feeling. It is certainly a curious comment on Elizabethan ero- 
ticism that these machines were actually used, but Nashe's isn't 
the only complaint; 
l 
the health and normalcy in the poem that 
G. R. Hibbard finds 'dull' have perhaps some virtue in a society 
where such practices seem to have flourished. In this sense, as 
in its Ovidian ethics, Nashe's poem may be said to have restored 
love-making to Nature. 
1 See, for example, Marston's The Scourge of Villanie, 'Satyre 
III', 1.32 ff. and 11.121-7; Gui pin s Stia. et eia, Epigram 46; 
and. Donne's 'The Anagram',, 11.53-4. 
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I 
At the very end Nashe confesses that he has written his 
fable so as to relieve the discomfort he felt at not having 
satisfied Cicelie, his own mistress - 
Since all my store seemes to hir, penurie. (1.300) 
He cannot claim Hercules's vigour nor has he Indian herbs to 
fall back on, and 'Druggs and Electuaries of new devise' are 
beyond his means; nevertheless he has given her what he has, 
even though it has made him 'looke as leane and lank as anie 
ghoste'. Has he not done his best? 
She lyeth breathlesse, I am taken doune, 
The waves do swell, the tydes climbe or'e the banks, 
Iudge gentlemen if I deserve not thanks. (11.312-14) 
This is the humorous and self-mocking note of Ovidian realism, 
and it is indeed to Ovid that Nashe makes his obeisance in the 
postscript to the poem, for - 
(1.5) He is the fountaine whence my streames doe flowe. 
There is a possibility that I have given more credit to this 
poem than it deserves simply because it tells the truth about ero- 
tic relations in place of the usual elaborate equivocations. Cer-, 
tainly Nashe's poem is no masterpiece. And yet it has the great 
virtue of making sexual relations seem pleasurable - and pleasur- 
able to both parties. It keeps its eye on the subject and not on 
the reader's responses. And its excesses are only those of too 
much candour and of showing things for what they are, a fault 
which is perhaps excusable at a time when 'senting' and 'grunting' 
were in large measure the order of the day. 
It will not perhaps be necessary to belabour Marston much - 
further. A final comparison will however help to place the atti-., 
tudes of'these two men, Nashe and Marston, ' with ' regard to ünnatura 
practices. In"Satyre III'. from The Scourge of Villanie Marston 
writes: 
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Shal Lucea scorne her husbands luke-warme bed? 
(Because her pleasure being hurried 
In joulting Coach, with glassie instrument, 
Doth farre exceede the Paphian blandishment) 
Whilst I (like to some mute Pytha oran) 
Halter my hate, and cease to curse and ban 
Such brutish filth? (11.121-7) 
Of this John Peter rightly says: 'It was all very well'to curse 
and ban, but any man who had found "lewd, immodest beastlines" 
in Nashe's discussion of the dildo would assuredly have omitted 
the reference to Lucea if his intentions had been above reproach' 
(Complaint and Satire, p. 172). He also points out how traditional 
attitudes, as for example in The Book of Vices and Virtues, con- 
demned unnatural vice as literally unspeakable and as fit only 
for the confessional, and concludes that 'even in 1598 these were 
the normal attitudes of Christianity and Marston cannot have been 
unaware of them, or unaware when he was departing from them' 
(p. 176). There is, of course, a note of relish in Marston's lines 
which quite belies their ostensibly satirical intention, a relish 
which is nowhere to be found in Nashe. 
For John Hall, as for Marston, the source of moral pollution 
was pagan antiquity and its latter-day reincarnation in Renais- 
sance Italy: 
Did never yet no damned Libertine, 
Nor elder Heathen, nor new =' orentine, 
Tho they were famous for lewd i erbe, 
Venture upon so shamefull villanie. l (11.25-8) 
Here the 'elder heathen' is presumably Ovid and-the 'new Florentine 
almost certainly Machiavelli. The latter, together with Pietro 
Aretino, were the prime bogeys-of Elizabethan. Engländ", between 
them they formed 'a composite-monster of Mach-Aretino which sum-: 
1 'Satyre IX',. The Collected Poems of John Hall, ed. Al Daven- 
Port  
(Liverpoo 20. 
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med up in a word the worst that could be brought from Italy. '1 
There is a poem of Machiavelli's I much admire and I should like 
" to bring it in here because it forms an illuminating European 
counterpart to - although it precedes by more than half a cen- 
tury - The Choise of Valentines. 'La Donzella di Circe' des- 
cribes an-evening of perfect enjoyment. 
2 
The two lovers first 
eat a meal - 
Che so bisogno n'hai forse non poco, 
Se di ferro non e tua conditione; 
(For I know that you will need it - 
unless of course you are a man of iron) 
and then they go to bed. The catalogue that follows is conven- 
tional in its details but dramatically effective in that it slows 
up the action, as does the male lover's evident perplexity about 
what to do next: 
Era la mente mia stupida e incerta, 
Frigida, mesta, timida et dubbiosa, 
Non sapendo la via quanto era aperta. 
(My mind was stupid and slow, it was cold, dreary, 
timid and doubting - little realizing that the way 
ahead lay open. ) 
It is the girl who by 'Art' draws him forward out of his bash- 
fulness and persuades him to extend a cold hand from beneath 
the sheet ('Stendendo fra' lenzuol la fredda mano'). The poem 
concludes: 
E non essendo gia timido piue, 
Dopo un dolce sospir, parlando dissi: 
"Sian)benedette le bellezze tue... " (11.116-18) 
1 J. H. Whitfield, A Short History of Italian Literature, (Har- 
mondsworth, 1960 , 170. There, are also re erences<to Aretino 
in Marston's 'Satyre II', Ceraine Sat res (1.145) and 
'Satyre III', The Scourge oi anie kll, -79-80)p and in 
Donne's 'Satyre . 
2 Erotica, ed. -Gerolamo Lazzeri (Milan, 1964),. 173. 
i 
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Intorno al cor sentii tante allegrezze 
Con tanto dolce, ch'io mi venni meno, 
Gustando il fin di tutte le dolcezze, 
Tutto prostrato sopra il dolce seno. (11.125-28) 
(And throwing aside my fear, I said to her with a sigh, 
'A blessing on your charms... ' And I felt so much 
sweetness and joy in my heart that as I came to the 
very end of my journey I swooned away upon her sweet 
breast. ) 
Nothing can provide a greater contrast with most of the 
poems we have so far considered than Machiavelli's beautiful 
and sensuous paean to the lineaments of gratified desire. The 
poem is without prurience, guilt or hypocrisy and it is its 
unashamed carnality and its acceptance of the ethos of the Art 
of Love which presumably disturbed the Elizabethans and consti- 
tuted Machiavelli's offence in the field of sexual ethics. 
Like Ovid and Aretino of the Ragionamenti, he reminded the 
Elizabethans that women too have a sexual nature and needs of 
a kind which poets and moralists were usually ready to ration- 
alize away: 
Unlesse a man have into practise brought 
The Theoricke art of love which Ovid wrote,, 
Unlesse his owne lewd life have 'tanzt him more 
Than Aretines adventurous wandring whore... 
How could ee so gorgde with loving hate 
As to think women so insaciate? l 
In the Ars Amatoria Ovid concedes that women's lust is keener 
than men's and that it has more madness in it ('acrior est nostra, 
plusque furoris habet', Ars 1,342) but he, does not-say that women 
are thereby'insaciate'; that Guilpin thinks he does, and that in 
general he associates this view with 'the Theoricke art of love', 
perhaps indicates no morelthan his own uneasiness_onthescore 
of female sexuality. 
1 Everard Güilpin's Skialetheia, 'Satyra Quarta'., 
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The Elizabethan amorist could allow women's bodies to be 
glimpsed through veils of lawn, but thought naked joys ('et nudam 
pressi corpus ad usque meum') pagan sinfulness; he acknowledged 
women's infinite desirability, but associated any hint of an 
independent sexual initiative on their part with foreign wicked- 
ness and the tradition of the Art of Love; and he whipped up 
sexual desire, but without admitting the possibility of its 
satisfaction. Such tensions and incompatibilities are what give 
Elizabethan eroticism its persistent sense of flirting with dan- 
ger. A sense of the danger comes across clearly in these lines 
from Thomas Edwards's epyllion Cephalus and Procris: 
Fast to his girted side she neately clinges, 
Her haire let loose about his shoulders flinges: 
Nay twere immodest to tell the affection 
That she did show him, least it draw to action. (11.355-8) 
Here Edwards tiptoes to the very edge of the Ovidian abyss and 
then prudently draws back, 'least it draw to action'. In a simi- 
lar fashion English poets produce a spate of erotic publications 
in the course of the 1590s, only for many of them to be banned by 
the bishops' edict of 1 June 1599 - presumably, too, 'least Lthey, 
draw to action'. 
' This unresolved dichotomy between what, with 
the help of Ovid, could be imagined, desired, and (in part) evoked, 
and what must soberly conform to accepted Christian practice, is 
what accounts for the feebleness and insincerity of most Eliza- 
bethan erotic verse. Only in Spenser do we find a conscious and. 
sustained recognition that the dichotomy exists and at attempt 
made (albeit I think an unsuccessful one) to resolve it. 
1 John Peter points out that it, was not only-obscenity that 
Archbishop Whitgift and. Bishop. Bancroft were concerned withl but 'that it was very largely with'obscenity, that they-were 
concerned there can -surely- be -nodoubt whatever', Complaint 
and Satire, 150. - Most'of the books banned have been mentioned 
a ove. T ey include Marstons Pi lion andýThe Scourge of Villanie, Hall's Vir idemiae, Guilpin s-Skialttheia, ýMarl we's Ovid' Elegies and Davies s Epigrams (in te same volume) , Cutwode's Caltha Poetarum, 'and all NASSHES bookes. ' For the full list, see Axe ra ,. 
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3 Spenser. 
And all, that might his melting hart entise 
To her delights, she unto him bewrayd: 
The rest hid underneath, him more desirous made. 
(The Faerie Queene, II, xii, 66) 
Franckly each paramour his leman knowes, 
Each bird his mate, ne any does envie 
Their goodly meriment, and gay felicitie. 
(Ibid., III, vi, 41) 
Spenser makes a conventional use of the amatory catalogue 
convention in his minor poems. 
' His images are for the most 
part Petrarchan with borrowings from the Song of Songs, as for 
example in his description of the bride in Epithalamion (1.167 ff. ) 
who has 'eyes lyke Saphyres', an ivory white forehead, cherry 
lips and apple cheeks - all good Petrarchan properties. By con- 
trast her 'snowie necke lyke to a marble towre' derives directly 
from the 'tower of ivory' in the Song of Songs (7: 4). Another 
image is part descriptive and part symbolic; in 'her breast like 
to a bowle of creame uncrudded' (1.175) the general attributes 
of sweetness and richness are as important as any purely visual 
attributes, whereas the reference to her body which is like a 
pallace fayre 
Ascending uppe with many a stately stayre, 
To honors seat and chastities sweet bowre, 2 (11.178-80) 
is entirely symbolic where. 'uppe' refers to a higher level of 
excellence rather than to part of her anatomy. 
1 All quotations from Spenser in this; chapter are-. from The 
Poetical Works of Edmund Spenser, ed. J. C. Smith and ade 
Se incourt (Oxford, 
2I owe these, and the illustration immediately following, to 
Israel Baroway's 'The Imagery of Spenser', cited above. 
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The following image, from Amoretti, XV, is also symbolic: 
If Pearles, hir teeth be pearles both pure and round. 
It is obviously absurd to imagine Spenser praising his mistress 
for her 'round' teeth; it is the perfection of the teeth which 
matters and for pearls, to which the teeth are being compared, 
to be perfect they must be both 'pure' and 'round', hence the 
appropriation of 'round' to teeth. Imagery conceived in this 
spirit is unlikely to set erotic thoughts racing. Israel Baroway 
concedes as much when he says that the effect of such symbols is 
'to blur the body and hence to prevent the stimulation of erotic 
emotion.... [They provide] sensory stimuli of a sedative charac- 
ter' (p. 32). A 'comparison of Spenser's 'garden sonnet' (Amoretti 
LXIV) with Madrigal 26 from Parthenophil and Parthenope shows how 
unerotic and 'sedative' Spenser's poem is by contrast. 
A curious, and in erotic terms less sedative, use of bib- 
lical imagery is found in Amoretti, LXXVII. The girl's body is 
compared to a 'goodly table of pure yvory' with 'twoo golden 
apples of unvalewd price' lying upon it. The apples are 'exceed- 
: ing sweet' and although Spenser assures us that they were 'voyd 
of sinfull vice', yet he confesses that his thoughts were guests 
at that table and 'would thereon have fedd'. The idea of feeding 
on a girl's body is a recurrent one in erotic literature and the 
reliance on imagery derived from the Song of Songs does'not alto- 
gether dilute the erotic. immediacy in this instance. Signifi- 
cantly Spenser is not, sure whether or not he dreamt the scene. 
It iss however, only in The FaerietQueene that the symbolic 
and Petrarchan wrappings " are- finally removed and female sexuality 
is allowed to'make a ýdirect impact. Near the Bower of Bliss, 
Atin finds Cymochles surrounded by 'a-flocke of Damzels fresh 
and jay', 
..: 
'... w 
., -.. 
'.. 
I 
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Every of which did loosely disaray 
Her upper parts of meet habiliments, 
And shewd them naked, deckt with many ornaments. (II, v, 32) 
These loose garments are of course familiar properties, and that 
Spenser consciously associated loose clothes with loose behaviour 
may be seen from II, xii, 55: 'And garments loose, that seemd un- 
meet for womanhed. ' The 'many ornaments' are, however, an added 
sensual refinement. They have a voluptuary function like the 
'bijoux sonores' in Baudelaire's 'The Bijoux" or the heavy 
jewelry which sets off the beauty of Salome's naked flesh in 
the painting by Gustave Moreau. These girls, flaunting their 
nudity rather than their nakedness, 
2 do their utmost to 'aggrate' 
Cymochles. With their kisses they 
did soft embrew 
The sugred licour through his melting lips. (st. 33) 
One takes off her clothes above the waist and the other strips 
entirely, an element of sexual competitiveness which recurs in 
Canto twelve. Throughout this display Cymochles feigns sleep 
but in reality 'through their lids his wanton eies do peepe', 
making him 'drunke with drugs of deare voluptuous receipt. ' It 
is a wonderful picture of prurience and surreptitious pleasure. 
The 'two naked Damzelles' who tempt Guyon in II, xii, 63 ff. 
go even further in their wanton provocativeness. They wrestle 
with one another in the water and exhibit themselves as if it 
were a striptease ('their names are obviously Cissie and Flossie', 
1'La trýs chere etait nue, et, connaissant mon Coeur 
Eile n'avait garde que ses bijoux. sonores.,, 
:. 2 'Nakedness reveals itself. Nudity is-placed on display', Berger, Ways of Seeing, 54. Or more light-heartedly: 
'Lovers wit out reproach -will. gaze 
On bodies naked and ablaze... 
The nude are bold, the nude are sly 
To Bold'each treasonable eye. ' 
. y='The Naked and the"Nude', Robert Graves,: Collected-, Poems:,,, 
. "1_ 
(1959), 305. 
I 
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says C. S. Lewis). 
1 One girl stands up in the water 
And her two lilly paps aloft displayd (st. 66) 
but it was the part half-hidden in the water that 
'him more de- 
sirous made. ' Their bodies can be glimpsed through the water 
'as through a vele' (st. 64), and there is another 'vele' in the 
form of the long hair which one girl lets tumble loose and 
Which flowing long and thick, her cloth'd arownd. (st. 67) 
It is a picture strikingly like that of Eve in the Garden of 
Eden (Paradise Lost, IV, 1.304 ff. ) but totally different in its 
effect. The general provocativeness is enhanced by Guyon's 
fas- 
cinated complicity, which is of course the reader's too. His 
eyes are 'greedy', he has 'secret pleasaunce', his heart is 
'melting', he enjoys 'the secret signes of kindled lust', and 
so on. The poet who could give us this extraordinarily seductive 
view of the gateway to the Bower of Bliss was the equal of any 
of his contemporaries in erotic suggestiveness. 
There is, however, a difference and what this difference 
is is given us in C. S. Lewis's celebrated analysis of Spenser's 
allegorical intention in the Bower of Bliss and Garden, ofýAdonis 
cantos. His argument is that what -I have called Spenser's, erotic 
suggestiveness is a deliberate attempt to=give the devil his due 
and show sexual incontinence in all its evil glamour so that 
chastity may shine out the more brightly by contrast. 'Spenser's 
conscious intention, no doubt, was, merely"to produce a picture 
which should do justice both to the pleasantness and to the vice. ' 
The Bower of Bliss was therefore. conceived as-'a picture $, '. one, of 
the most powerful ever-painted, of the whole sexual nature in 
disease. -. There , 
is not, a. kiss or-an embrace - in" the island: ý only 
1 The Allegory 'of Love, 331. But there is-no reason why they 
shouldn't gust-as well be called Cynthia and Penelope. 
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male prurience and female provocation. 
' It is a pseudo- 
paradise with 'sweetness showered upon sweetness, and yet 
contriving that there should be something subtly wrong 
through- 
out' (The Allegory of Love, pp. 332-3). 
There have been other and more recent contributions to 
this debate, but before referring to them I should like to 
question the assumption that Spenser's intention 
for the Bower 
('a picture... of the whole sexual nature in disease') is as 
successfully achieved as Professor Lewis appears to claim. 
For 
a start it does not help his case that to say 'there is not a 
kiss or an embrace in the island' is patently wrong; on the 
contrary, almost the first thing we meet in the Bower is a 
picture of two people in one another's arms: 
And oft inclining downe with kisses light, 
For feare of waking him, his lips bedewd, 
And through his humid eyes did sucke his spright, 
Quite molten into lust and pleasure lewd; 
Wherewith she sighed soft, as if his case she rewd. (st. 73) 
Spenser tells us ex cathedra that the'man's spright is molten 
into lust and lewd pleasure, but it might just as'well given 
the circumstances have been love. Perhaps the lasciviousness 
of the scene in Spenser's eyes lies in the fact that the man 
has his head in Acrasia's lap. Obviously Spenser saw this, 
gesture as one of amorous abandon, as in II, vi, 14 where Phaedria 
seduces Cymochles into laying his head in her 'loose lap'. 
But we do not have to take Spenser's word for itýthat for, a' -= 
woman to make love to a man is necessarily wicked: = certainly ` 
Achilles Tatius, Ovid, Machiavelli, Wyatt and Nashe would not 
necessarily have agreed. 
An overt element of provocation-and prurience creeps=in 
with the description of -"Acrasia who , is - 
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arayd, or rather disarayd, 
All in a vele of silke and silver thin, 
That hid no whit her alablaster skin.... (st. 77) 
And yet for any reader not over-anxious to justify Spenser's 
allegorical intention there are more forms of 'sweetness shower- 
ed upon sweetness' to the scene than can be dismissed by refer- 
ence to Acrasia's obligatory semi-nudity. There are, for example, 
the extraordinarily beautiful stanzas describing the 'birdes, 
voyces, instruments, windes, waters' which combine to form a 
music never elsewhere to be heard 'on liviiig ground, /Save in 
1 
this Paradise' (sts. 70 and 71). Is this truly the appropriate 
background for 'the whole sexual nature in disease'? (Milton 
at least keeps all his beautiful foliage for Eden. ) Also, it is 
not easy to see how the enchantments of this stanza fit into the 
scheme of 'artificial' versus 'natural' that Professor Lewis 
says is Spenser's strategy for exalting the Garden of Adonis 
at the expense of the Bower of Bliss. The distinction between 
art (bad) and nature (good) does not even hold up in the stanza 
immediately after the one he cites, for although art and nature 
strive to undermine one another, yet in the end 
Each did the others worke more beautifie (st. 59) 
and they agree 'through sweete diversitie' to co-operate in 
adorning the garden. It is not perhaps that C. S. Lewis is wrong 
in suggesting that Spenser had such a scheme in his mind - it is 
rather that Spenser's admiration runs away with him, or as John 
Middleton Murry puts it: 'Spenser's heart was not in his morality.., 
1 The note to these stanzas in, The. Works of Edmund S enser (Variorum Edition), ed. E. Green aw C. Go sgoo , adel- , ford and others , 
(Baltimore, 1939-493 points out that they derive from. Tas. so's Gerusalemme Liberates, as does the scene 
of Cymochles's temptation. Spenser 's ER bivalent feeling 
about the Italian romantic epic is 'a paradigm for th eý 
sense of divided aims in the period as a whole. 
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When, as in this episode, it came to a struggle between his 
morality and his sense of beauty, the sense of beauty, very 
properly, triumphed. '1 In his delight at the opportunity given 
in stanzas seventy and seventy-one to evoke 'a most melodious 
sound', he forgets to implement the scheme. 
Even in his description of Acrasia, Spenser seems at one 
point to forget what he is doing. He describes her loose gar- 
ments and the effect her semi-nudity has on men, 
Her snowy brest was bare to readie spoyle 
Of hungry. eies, which n'ote therewith be fild (st. 78) 
(the last half-line admirably describing the unsatisfied - and 
unsatisfiable -'arousal that is the effect of pornography), but 
then goes on to picture her eyes in the following terms: 
And her faire eyes sweet smyling in delight, 
Moystened their fierie beames with which she thrild 
Fraile harts, yet quenched not; like starry light Which sparckling on the silent waves, does seeme more 
bright. 
Eyes worthy of a Beatrice: such at least is one's first reac-. 
tion. But it is certain that it wasn't Spenser's intention to 
produce such an effect. A consistent-view of his allegorical 
scheme would enforce the reading that the eyes. which thrill 
'fraile harts' are wholly evil, one, more concession to what 
Professor Lewis calls the 'pleasantness' of wicked things. 
Presumably only loose women's'eyes sparkle, unlike those (say) 
of a nun. The difficulty is that the eyes seem so beautiful - 
even a heart not 'fraile' might thrill at that starry light 
sparkling on silent waves. Here as so often in The Faerie 
Queene Spenser's implicit enthusiasm for the 'pleasantness' 
(which in a larger sense includes the whole world of the 
1 'The Poets' PoetTLS, 27 February 1930,149, reprinted in Countries of, the blind (second series),. (1931) 
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Italian romantic epic from which that pleasantness derives) 
overbalances his conscious detestation of the 'vice', and 
his appetite for the mellifluous descriptions that came so 
naturally to him carries him forward into evocations of en- 
chanting beauty which are basically incompatible with his 
allegorical intention. He seems, in short, consistently at- 
tracted at one level to what he is consciously committed to 
repudiate at another. 
Confirmation of this can surely be found in the remark- 
able ferocity with which Guyon with 'rigour pittilesse' breaks, 
fells, defaces, spoils, suppresses, burns and razes (Spenser's 
words from stanza eighty-three) the bowers and groves we have 
, 
just been admiring. The destruction no more spares 'natural' 
than it does 'artificial' objects. In fact it seems to be an 
animus directed not so much against the setting for 'the whole 
sexual nature in disease' as against Beauty itself. 
Derek Traversi has this to say of the murder of the Paynim's 
daughter in Book V: 'The accent falls deliberately on pitiless- 
ness, on the supplication (twice. insisted on) of the victim, her 
beauty (suggested in "faire locks"), and on the physical bru- 
tality'of the fate which overtakes her. We may at least ask 
ourselves whetherthe motive behind this incident, and much else 
in Book V, is not as much a destructive impulse, born of personal 
resentment, as the execution of selfless justice it claims to 
be. 'l Whether or not Traversi is right about the 'personal 
resentment', he is surely correct in saying, that there is a 
gratuitous element in the display of that 'destructive impulse' 
"1 -. 
'Spenser's Faerie ueene', Boris Ford, ed., The Ae of Chaucer, Pelican Guide to English Literature, vo ar_ 
mon Tsworth, ' 1954) , 226. 
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and I would argue that there is a similar gratuitousness in 
Spenser's description of the destruction of the Bower of Bliss. 
Spenser wills the destruction of something for which-he has a 
strong and probably unconscious sympathy with the result that 
the execution of the order has to be enforced with the utmost 
determination and vigour. We are left feeling that, as with 
Munera's e5ecution in Book V, there is 'something fundamentally 
barbarous in the emotion stressed' (Traversi, p. 226). 
1 
The argument that there is a discrepancy between intention 
and achievement in the poem is not of course a new one. It is 
the main point of Mr. Traversi's interesting essay and lies 
behind John Bayley's view 'that The Faerie Queene is a much 
more effectively pornographic poem than Marlowe's Ovid or Venus 
and Adonis. '2 (He glosses this by saying that Spenser 'does not 
distinguish between provoking desire in the reader and delighting 
and instructing him. ') And G. Wilson Knight takes much the same 
line. He thinks the poem 'does not quite live the gospel it 
preaches', and betrays 'an immorality of technique which just 
'misses conviction, is overmentalized and all but decadent'; it 
is 'itself one vast Bower of Bliss. '3 But then he adds, as if 
in extenuation: '[this] may be an overstatement. I admit that 
I do not feel at home here. ' 
Not to 'feel at home here' is, I believe, a common fate for 
critics who have to reconcile their own diffuse and contradictory 
impressions of the poem with the precise and persuasive exposi- 
1 C. S. Lewis claims that there is something 'subtly wrong' 
about the scene, to which the answer is - if so,. then this is what it is. 
2 The Characters of Love (1960), 32. 
3- 'The Spenserian Fluidity', in Paul J. Alpers, ed., Elizabethan 
Poetry; -Modern Essays in Criticism (New York, 1667), jig _. - 
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tions of Spenser's allegorical intention which issue from 
university presses; it is sometimes not easy to distinguish 
the success of the poem from the success of the exposition. 
The unhappy critic might be pardoned for concluding that The 
Faerie Queene, arguably like Paradise Lost but unarguably un- 
like the Diving Commedia, is a poem which has bitten off a 
larger theme than it can digest; the scholarly expositions are 
needed to help wash it down. It would be wrong, though, to 
end on this negative note. To do so would be to neglect those 
parts of the poem where Spenser's 'scheme' does triumph, as for 
example (and I am still concerned only with erotic subject-mat- 
ter) in the depiction of sexuality without guilt in the Garden 
of Adonis. In the Garden where 'Franckly each paramour his 
leman knowes' the dichotomy between sexuality and natural moral- 
ity ('the "nature" of anything being its unimpeded growth from 
within to perfection')' is healed. The Garden is the first 
draft of a pagan paradise of pleasure within the confines of 
accepted morality which is to receive its grandest representa- 
tion in Milton's Eden before the Fall. But it is in Amoret 
that the resolution of. this dichotomy is most fully achieved] 
and Paul J. Alpers is surely right in seeing her as 'the cul- 
minating symbol of the major issue of the book - the compati- 
bility of sexual desire and spiritual value in human love. '2 
Mr. Alpers illustrates this persuasively (and in a way very 
relevant to the argument in my second chapter) when he points 
1 Lewis, The Allegory of Love, 330. 
-2 "Narrative and Rhetoric in The Faerie Queene', in Alpers, 
ed., Elizabethan Poetry, 397 
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out how Spenser contrasts the tired Petrarchan trope, 
Her brest all naked, as net ivory 
in the first line of III, xii, 20, with the sharply realized 
picture of Amoret with the wound in her side at the end of 
the stanza: 
That dyde in sanguine red her skin all snowy cleene. 
It is as if Spenser were saying: 'This is what a woman's flesh 
is really like; the simplicity and sincerity of the expression 
are necessary to convey the truth and reality of what is said. ' 
In other words, the rejection of courtly love is also a rejec- 
tion of the artifice with which that convention had always been 
associated. 
Spenser's poem in fact- constitutes an attack on both the 
love-traditions of his day. In the Bower of Bliss he figures 
the Ovidian tradition of the Art of Love, which he associates 
with Lust (although his inability to do so whole-heartedly has 
constituted a large part of my subject-matter in this chapter), 
and in Malecasta and the House of Busirane (III, xi and xii) he 
paints a devastating picture of the tradition of Courtly Love 
'in all its heartbreaking glitter, its sterility, its'suffoca- 
ting monotony' (The Allegory of Love, p. 341). The positive he 
sets against these traditions is sexuality within a Christian 
context, the union of Amoret and Britomart, or what C. S. Lewis 
calls ', the triumphant union of romantic passion and Christian 
monogamy' (p. 345). To have attempted. such a resolution of the 
sexual disharmony of his time is in itself remarkable, although 
I would question whether it were as triumphantly achieved in 
the poem as some schematic commentaries would propose. What is 
beyond doubt, however, is. that in terms of literary history 
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Spenser's attempted union of spiritual and carnal loves was 
without immediate literary issue. Not only did it not in 
practice deal the death blow to 'some five centuries of human 
experience, predominantly painful' (The Allegory of Love, p. 341), 
since courtly love continued well into the seventeenth century, 
but it left unscathed the tradition of sexual autonomy which I 
have associated with the name of Ovid. It was Donne who with 
great vigour and originality transmuted both these traditions, 
and it is to his poetry that we must therefore now turn. 
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4 Donne. 
Full nakedness, all joyes are due to thee. 
As souls unbodied, bodies uncloth'd must bee, 
To taste whole joyes. 
('To his Mistris Going to Bed') 
There is little of the prurient and the suggestive in 
Donne's petry. No playful maidens hide their nudity behind 
thin veils or wrestle wantonly in rivers. There are no breezes 
which blow drapery over a girl's 'most heart-piercing parts', 
as in George Chapman's continuation to Hero and Leander (Sest. IV, 
1.32). There is no description of love-making which stops tan- 
talizingly short, 'least it draw to action'. The epigraph to 
this chapter gives the measure of Donne's characteristic frank- 
ness - it is nakedness he is concerned with, not nudity. 
It is true that Donne is fond of sexual puns, but they are 
not proffered with the sly knowingness of Thomas Lodge's word- 
play on 'pricks' mentioned above. When in 'To his Mistris Going 
to Bed' (Elegy 19) Donne says that we can distinguish bad angels 
from good, because 
They set our haires, but these the flesh uprightl (1.24) 
he is indulging in a witty impropriety, but it is not offered 
to the reader as a wanton piece of school-boy naughtiness accom- 
panied by a wink. The pun follows naturally from the play on 
'angels' which is introduced six lines earlier with the descrip- 
tion of the bed as 'loves hallow'd temple. '. It forms part of 
1 The Elegies and The Songs and Sonnets, ed. Helen Gardner 
Oxford, 1965), 14. I have taken my text from this edition 
but have supplied in brackets the numbers of the elegies as 
they appear in Professor Grierson's edition. 
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the texture of Donne's argument and is inseparable from the 
outrageous, paradoxical effect of the passage as a whole. 
Critics surely do Donne a great disservice by insisting 
upon this element of sexual word-play in his poems, thereby 
not only getting individual lines wrong but also falsifying 
the spirit of whole poems. In his notes to 'To his Mistris 
Going to Bed' Clay Hunt identifies eight words in the first 
twenty lines which 'either are sexual puns, or carry sexual 
ambiguities'. 
' Some of these puns or ambiguities are obvious 
enough, such as 'labour' in line two, or 'standing' and 'fight' 
in line four. But in what sense is 'world' in line six a pun? 
It can only have a sexual connotation if one takes it that an 
part of the girl's body that stands revealed once her girdle 
is off is ipso facto sexual. Nor can I see the sexual ambiguity 
of the girl's being invited to 'tread' in 'loves hallow'd temple, 
this soft bed' (line 18). Doniphan Louthan (who also finds 
'tread' sexually ambiguous) reminds us that treading 'is a barn- 
yard term for copulation', thereby implying that Donne intends 
us to see 'loves hallow'd temple' as a barnyard, 
2 but this is 
a suggestion which does extreme violence to the tone of semi- 
sacrilegious supplication-at that point in the poem, a good 
example of a textual ingenuity which impoverishes the poem 
which it ostensibly aims to enrich. And the suggestion that 
'receiv'd' in line twenty is a sexual pun is not only inexpli- 
cable in itself but consorts strangely with Hunt's comment that 
1' Donne's Poetry (New Haven, 1954), 207. 
2 The Poetry of John Donne (New York,. 1951), 72. However the 
following, I think, makes good sense: 'Much of Donne is sen- 
sual in subject matter without being notably sensuous in imagery. We might-say that Donne is at the opposite pole from Spenser, who - while extolling the virtues - paints pic- tures of such rich sensuous. detail as to incite the impres- 
. sionable 
to evil (p. 59). 
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"'receive" is a technical theological term for a mortal's appre- 
hension of supernatural influences or revelations' (Donne's 
Poetry, p. 208). 
Such over-ingenuities indicate a misdirection of attention 
which in other contexts can prove downright mischievous. For 
example3in dealing with these lines from 'Loves Progress' (Ele- 
gy 18) 2 
and the straight Hellespont between 
The Sestos and Abydos of her brests, (11.60-1) 
Mr. Louthan writes: 'The breasts here represent - not the home 
towns of Hero and Leander - but the focal point of the two types 
of love: maternal and erotic' (The Poetry of John Donne, p. 59). 
This curious gloss needn't perhaps be taken very seriously. But 
a few pages further on Mr. Louthan says this: 'The "Forest" 
seems straight out of Freud: in dreams the pubic hairs often 
masquerade as woods and thickets. By this reference to Freud 
I mean to imply - not that Donne's symbolism is out of his con- 
scious control - but that by an intuitive anticipation of Freud, 
Donne makes his imagery here more functional than we may realize 
at first' (ibid., p. 66). 
1 It isn't at all clear what 'functional' 
means here and it is surely a very naive idea that writers anti- 
cipated Freud by using sexually charged images before he came 
along to explain what those images really'meant'. (Is Sophocles 
to be congratulated for having 'anticipated' Freud in Oedipus 
Rex? ) But the most serious confusion may be seen in the refer- 
1 See also'the heavy weather Mr. Louthan makes over 'foot' in 
line 74, and the following comment: 'There is - in Freudian terms - displacement from above to below, in the figure of 
the "wyerie Coronet" and the "haiery Diademe". In the matter 
of concealing natural beauty, the intricated underpinnings of the lower regions are to the pubic hairs, as a coronet would be to a lady s coiffure' (p. 72). Perhaps there should be a ten-year moratorium in English studies. on 'Freudian' inter- 
pretations. 
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ence to 'dreams' with its suggestion of subconscious sexual 
forces at work in Donne's imagination. In fact the imagery 
a man chooses in a waking state is altogether different in sig- 
nificance to the images chosen for him by the subconscious in 
sleep, one aspect of that difference being literary tradition. 
Donne's thicket or forest has a long literary ancestry inclu- 
ding some near cousins, like Shakespeare's 'brakes obscure and 
rough' quoted in Chapter two above. Generally speaking, Donne 
impresses one as very much the conscious 'maker' in whom there 
is the minimum of subconscious material threatening to break 
through and dislocate the-psyche. He seems not at all the prey 
to 'quite unselfconscious beasts of his sexual imagination', as 
John Bayley argues Spenser isl - and, I would add, the poets of 
the epyllia. Donne's sexuality, by contrast, is characteristic- 
ally manly, forthright and, pace Louthan, always under conscious 
control. 
There is another and more important sense in which Donne's 
poetry is less erotically charged than that of the other poets 
whose works we have examined. In my Introduction I argued that 
specificity is the condition of much erotic art. Donne, however, 
is seldom specific, either about the women he is with or about 
what he does with them. When he describes a woman's arms he 
can be richly figurative, as'in 'The Comparison' (Elegy 8): 
And like that slender stalke, at whose end stands The wood-bine quivering, are her armes and hands (11.27-8) 
but this is hardly more sensual or more exact than Thomas Lodge's 
Like two rare branchie saples in the Spring, 
Yeelding five lovely sprigs from everie head (st. 52) 
lThe Characters of Love, x32. 
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from Scillaes Metamorphosis. All the other terms of laudatory 
comparison in 'The Comparison', which is at once a catalogue 
and an anti-catalogue, are equally unalluring: 
As the sweet sweat of Roses in a Still... 
Such are the sweat drops on my Mistris breast... (11.1,4) 
Round as the world's her head, on every side, 
Like to that fatall Ball which fell on Ide... (11.. 15-6) 
Like Proserpines white beauty-keeping chest, 
Or Joves best fortunes urne, is her faire brest... (11.23-4) 
Then like the Chymicks masculine equall fire... 
Such cherishing heat her best lov'd part doth hold... 
(11.35,38) 
It is perhaps significant that it is the terms of the anti- 
catalogue, where Donne deliberately stands the Petrarchan vir- 
tues on their heads, which are at once more specific and more 
memorable. We forget 'Joves urne', but remember 'ranke sweaty 
froth' and 'worme eaten trunkes... that's durt without, and stinke 
within'. 
Donne's, lack of specificity is particularly apparent when 
it is a question of the women he is making love to - they are 
remarkably hard to visualize. We are introduced to a variety 
of ways in which they have affected Donne for better or for 
worse, but we never see them in the flesh, catch them in the 
act of letting a loose gown slip off their shoulders, or hear 
their version of events ('dere hert, how like you this? ')1 
Brian Vickers reports on his students' complaint that the women 
'are hardly ever there in Donne's poems: the poems are a des- 
cription of love from the man's superior position. '2 Similarly 
1 Except of course in poems spoken by a woman, such as 'Con- fined Love' and 'Breake of Day'. 
2 . -'The Songs and-Sonets and the Rhetoric of Hyperbole', in Ä. J. 'Smit ,e., Jo n Donne: Essays in Celebration, (1972), 136. 
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we get only a very hazy picture of the locale for these meet- 
ings between lovers. Mr. Vickers testifies involuntarily to 
-the non-specificity of Donne's settings when 
he says: . 
'In 
poems such as these - 'The Dreame', 'The Flea', 
'The Good-morrow' 
'The Sunne Rising', 'Breake of Day', 'The Exstasie' - the lover's 
bed is the focus of the action' (ibid., p. 135). This is demon- 
strably wrong in one particular as we are told that the lovers 
in 'The Exstasie' are seated on 'a Pregnant banke', which is 
only 'like [my italics] a pillow on a bed. ' And what evidence 
can Mr. Vickers find for saying that the setting in 'The Dreame' 
or 'The Flea' is a bed rather than (say) a couch, an upright 
chair, or yet another 'pregnant banke'? And as with setting, 
so with atmosphere. Pierre Legouis says of 'The Dreame' (Elegy 
10): 'The scene is a room which we guess to be but dimly lit. '1 
But Ovid at a comparable moment devotes three couplets to telling 
us how the room was lit ('pars adaperta fuit, pars altera clausa 
fenestrae... ', Am. I, v, 2 ff. ). On the afternoon of Ovid's per- 
fect enjoyment with Corinna we do not have to 'guess' the details 
of setting and atmosphere, such as we do when we read Donne. 
There is a third respect in which Donne's reputation as an 
erotic poet must be qualified, but this is a harder point to make 
as it entails first demonstrating a way'in which Donne's poetry 
is erotic. I wish to defend the following seemingly paradoxical 
view of the matter: Donne is erotic in so far as he. is dramatic; 
the drama in his poetry depends upon, and is expressed through, 
his mastery of dialectic; but it is precisely this passion for 
1 Donne the Craftsman (Paris, 1928), 75. Roma Gill makes the 
same point I make-here in her essay "'Musa Iocosa Mea": 
Thoughts on the Elegies', in Essays in Celebration, 63. 
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dialectic which eventually qualifies the poetry's erotic impact. 
Both Donne's passion for dialectic and the dramatic quality 
of his verse have often been commented upon. 
l In Amores II, vii 
Ovid pulls out all the stops to persuade Corinna that he has not 
been having an affair with her maid Cypassis, only to round on 
Cypassis in the next poem and ask her fiercely: 'Who was it 
told her about us? ' Donne's tactic in poem after poem is simi- 
lar to Ovid's. He too aims to shock and surprise, to subvert 
expectation and dizzy the reader, until the final stroke or 
dramatic reversal at the very end. 'To his Mistris Going to 
Bed' (Elegy 19) is dramatic in just these ways. The very first 
words, 'Come, Madame, come', set the tone; they introduce us to 
a dramatic scena not unlike that in 'They fle from me' but pre- 
sented with a greater idiomatic freedom and pressed home with 
a far more incisive attack. 
2 The peremptory tone of Donne's 
commands ('Off with that girdle... unpin. . . unlace.. . Off with... 
Now off with... License my roving hands') persuades us to share 
his haste; by a process of literary osmosis we too are driven 
forwards towards the 'joyes' of 'full nakedness. ' The lines 
have an irresistible elan. They justify C. S. Lewis's claim 
that 'no poet, not even Browning, buttonholes us or, as we say, 
"goes for" us like Donne' (ibid., p. 68). After a speculative 
digression in lines thirty-seven to forty-six (about which I 
1 See The Poems of John Donne, ed. H. J. C. Grierson (Oxford, 
1912) I, xv-xvi; J. B. Leishman, The Monarch of Wit, 5th edn. (19625,77 ff; Mario Praz, Donne s Relation to the Poetry 
of his Time', in A Garland for John Donne, 57; and T. S. Eliot, 
'Donne in our Time ,1i., 12-13. 
2 C. S. Lewis calls Wyatt 'a Donne with most"of°the genius left 
out', 'Donne and, -Love Poetry in the Seventeenth Century', in 
Seventeenth-Century Studies presented to Sir Herbert 
Grierson Oxford; 1938), 65. 
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shall have more to say below) comes the coup de theatre: 
To teach thee, I am naked first; Why than 
What need'st thou have more covering than a man. (11.47-8) 
It is a splendid curtain to the scene, a pre-emptive strike of 
amorous persuasion compounded of impatience, pride and humorous 
condescension - more complex than, but in dramatic terms simi- 
lar to, Ovid's curtain at the end of Amores II, viii when he 
threatens Cypassis that unless she is discreet about their 
affair, he will tell Corinna 'where and when we met... and what 
we did and how many times we did it. ' 
The Elegy is Ovidian in another sense. It takes an Ovid- 
ian situation, a seduction which involves the removal of the 
girl's clothing and the exploration of her body as if it were 
a piece of geography, and treats it with the deliberated sen- 
suality associated with the Art of Love. 
l 
The technique here 
is the 'stealing by degreese' which I noted in discussing Nashe's 
The Choise of Valentines. It is like a strip-tease where full 
exposure is delayed for as long as possible so as to heighten 
erotic tension. An example may, be. taken from a passage already 
cited in another context. When Hero climbs out of bed at the 
conclusion of her first night together withLeander, 
_we see 
first her feet;. then when Leander 'clinged her so about' she 
slides like a mermaid to the floor and 'One. half appeared, the 
other half was hid'; then she stands blushing before, Leander- 
veiled by her, hair; until finally: she, is 'all nakedto his 
sight displayed' (Sest. II2 11.313-24). -, Like- Marlowe, 'but., un= 
like Ovid (who in-Amores I, v. disposes. of Corinna'. s gown with 
1 Amores I, v. would seem an obvious source. However Roma Gill 
claims to 'see. no resemblance between the two', finding in- 
stead the sources in Propertius, Elegies I, ii and II, xv (Essays in Celebration, pp. 62-4). ' 
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two words: 'diripui tunicam'), Donne takes an inordinate time 
to get the girl's clothes off. He removes in turn the girdle, 
the stomacher, the chiming watch, the buske, the gown, the 'wyrie 
coronet', the shoes, and only then eighteen lines laterdoes he 
draw the girl into 'loves hallow'd temple, the soft bed'. 
But of course Donne doesn't actually undress the girl, al- 
though there are critics who seem to think that he does. Doni- 
phan Louthan, for example, considers the 'harmonious chyme' in 
line nine to be 'not the chiming of a timepiece, but rather that 
of the lady's garments as they are being removed' (The Poetry 
of John Donne, p. 72). One might wonder how a girdle, buske, etc. 
could 'chime' if it were not obvious that the chiming belongs to 
the real world whereas the disrobing belongs to the world of 
Donne's imagination; it is an incidental felicity of the poem , 
that at. this point one level of reality impinges upon the other. 
The girl whom Donne would like to see naked is in fact as fully 
clothed at the end of the poem as she is at the beginning, which 
is why the poet has to offer to 'teach' her by being 'naked 
first' (line 47). (I confess I cannot see how Donne's hand gets; 
where it does in line thirty-two if the roving 'before, behind, 
between, above, below' has been purely imaginary, but perhaps 
we are meant to read 'where my hand is set' as meaning: 'When, 
having received your licence to rove, my hand finally reaches 
that place, then I intend to set my seal there. ') The point 
remains that whereas Amores I, v is the record of a successful 
seduction, 'To his Mistris' is a grand piece of wish-fulfilment. 
Ovid's concern is with the pleasures of love-making and Donne's 
is with the excitements of persuasion and entreaty which lead 
up to that pleasure. 
ý. ý 
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This is. the real significance of the 'speculative digres- 
sion' in lines thirty-seven to forty-six. I am not here con- 
cerned with Donne's arguments to justify 'full nakedness' - 
they are very subtle ones and Clay Hunt gives a full, although 
possibly over-ingenious, explication of them in his book. 
' 
All 
I wish to argue is that these fourteen closely-packed lines con- 
stitute the real climax of the poem and to some extent its 
raison d'9tre. Donne wrote his elegy to provide a place for 
them; the girl with her busk and girdle is to a certain extent 
incidental. The poem becomes an opportunity for yet another 
dazzling display of forensic skill and dramatic presentation. 
To some degree this'is true of all Donne's erotic poems. 
They start with a sharply conceived dramatic situation (Donne's 
famous openings) and then, as the poet's imagination kindles, 
the real flesh-and-blood girl recedes and we are left with Donne 
himself in the foreground - arguing, expostulating and declaiming 
with the skill and dramatic flair of a distinguished Queen's 
Counsel. It is as if the pleader consistently forgot the plain- 
tiff and jury in the excitement of presenting his case. As 
J. B. Leishman puts it (he is comparing 'Loves Warre' (Elegy 20) 
to its sources in Amores I, ix, II, x and II, xii): 'One is not 
even momentarily aware of a person whom Ovid is addressing and 
whose real or imaginary personality is to some extent dictating 
and qualifying what he says: one is aware only of Donne himself, 
wittily developing a paradox' (The Monarch of Wit, p; 75)ß 
Donne's most obviously erotic poem, 'Loves Progress' (Ele- 
gy-18), features another voyage-of-discovery although this time, 
1 Donne's Poet , 18-31. 
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as the poem is about Woman rather than about a particular woman, 
the poet can assume nakedness and not have to deploy his per- 
suasions to undress. The voyage itself (lines 37 ff. ) is in- 
genious, erudite, but in erotic terms rather tame. The girl's 
brow suggests a witty analogy with the sea, becalming a ship 
when it is smooth and wrecking it when it is 'wrinkled' (i. e. 
rough). Characteristically this suggests another conceit, 
'smooth... a Paradise' but 'wrinkled... [a) grave. ' We can see 
Donne's mind racing from one possibility contained in the com- 
parison to another, the baroque imagination delighting in trans- 
formation for its own sake. Continuing the journey, the nose 
suggests a cosmographical analogy, and as the ship sails South 
(so to speak) it anchors momentarily at the 'Ilands Fortunate' 
of-her swelling lips, which are identified with the Canaries, 
only to have the suggestion overturned because it is ambrosia 
not canary wine that perfumes her mouth. Islands-Canaries-canary 
wine-ambrosia: the chain of associations is forged with an 
almost Shakespearean rapidity. 
' 
Our erotic Odyssey continues 
and takes us past the Sirens and the oracle of Delphi and the 
creek where the Remora lives and the promontory of the girl's 
chin and the 'Sestos and Abydos of her brests', out into the 
'boundless sea' of her belly with its 'Iland moles' and 'faire 
Atlantique navell' until we reach 'another forrest' (is it in 
fact a region of floating seaweed or Sargasso Sea? ) 
1 Cf. 'Royal wench: 
She made Treat Caesar lay his sword to bed: He plough d her and she cropp'd'. (A. and C. II, ii, 229-31)' 
Sword/phallus: bed/field (for battle and seed): swords beaten into ploughshares: ploughing/fornication: harvest (in two senses). It is-parallels like this which justify F. R. Leavis's'assertion that Donne's 'art has evident affi- nities with Shakespeare's', Revaluation (1936), 13. 
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Where some doe shipwracke, and no farther gett. (1.70) 
(Those who drown and 'die' there are, we may assume, Ovidians 
to a man ") 
All this is enormously brilliant and enjoyable but not at 
all erotic. The girl's body has become a field for pyrotechnic 
invention but no more, and it is surely wrong to say, as C. S. 
Lewis does, that this is a pornographic poem in that it 'is... 
intended to arouse the appetite it describes, to affect not only 
the imagination but the nervous system of the reader' (Seven- 
teenth-Century Studies, p. 76). My own reading of the poem is 
quite different. Not only am I not stimulated sexually by that 
'boundless sea' and 'faire Atlantique navell', but I consider 
the point of the poem to be its dialectic and the baroque vir- 
tuosity of its transformation, girl into landscape. Surely its 
climax comes, not at the culmination of the journey when the 
traveller reaches the 'Centrique part' in lines sixty-nine to 
seventy, but in the surprise reversal of expectation in the two 
lines which follow: 
When thou art there, consider what this chace 
Mispent, by thy beginning at the face. 
It is as if Donne were saying: 'Look at the wild goose chase 
I have tempted you into - you sailed off in the wrong direction 
after all! ' Having frustrated our expectation, he then proceeds 
to defend his own alternative route to the 'Centrique part', 
pulling out the stops to convince us against our better (i. e. 
Petrarchan) judgement that the foot should after all have been 
our port of departure. 
1 
He argues that the foot deserves to be 
1 Helen Gardner writes: 'This outrageous poem is a paradox, 
-arguing that-since the beauty of'a woman is not what a lover desires in her the foot should be studied rather than th J face', The Elegies, 133. This seems to me a curious and 
misleading comment on the 'point' of the poem. 
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our starting point because it shares a symmetry with - so as 
to make it a map for - the 'Centrique part' (I confess I don't 
understand how it shares that symmetry, in spite of Louthnn's 
suggestion that 'symetry' really means 'congruity' or 'congru- 
ence' (The Poetry of John Donne, p. 67). ) It also deserves our 
respect because it figures firmness (with an obviously sexual 
connotation), because it comes first to bed, 
1 
and because it 
-occupies a respected place in the civility due to popes and 
princes. The traveller who takes this 'empty and Aetheriall 
way' will reach his goal sooner than if he stays at 'beauties 
elements' and it is as sensible to lay one's 'tribute' in the 
nearer and more conveniently inclined 'purse' as it is foolish 
to administer an enema through the mouth. 
The whole argument is persuasive, witty and outrageous. 
It has been a masterly performance (a word that continues to 
suggest itself as apposite in a description of these poems), 
2 
but in the meanwhile what has. happened to the girl? As the 
performance continues, any relevance it may have to a flesh- 
and-blood woman or to any reasons men may have for gaining access 
to that 'Centrique part' recede into the background. In this res- 
pect Donne's poem is very unlike The Choise of Valentines to 
which Helen Gardner thinks it forms a parallel (The Elegies, 
p. 133). Nashe starts at the foot because it is there that he 
must begin 'heaving Cup] theis curtaine' of her dress on his 
1 Louthan says that "tomes" obviously has a sexual implica- 
tion here. With reference to the pudendum, "to bed" equals "in bed"' (p. 68). In other words, as the foot comes first 
to bed so does the female pudendum 'come' first in bed. 
This is surely a flagrant example of the over-loüüing of 
every rift of Donne's poetry with sexual ore. 
2I have found confirmation for my use of this term in Wilbur Sanders, John Donne's Poetry (Cambridge, 1971), 39. 
0 
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way to sexual fulfilment and there is never any doubt about 
what he intends to do once he reaches the 'Centrique part'. 
Whereas in reading Donne one is often tempted to agree with 
C. S. Lewis that 'Donne's love poetry... largely omits the very 
thing that all the pother is about' (Seventeenth-Century Studies, 
p. 81). Professor Lewis presumably refers to love-pother, but 
I think it fair to say that Donne often seems to omit the very 
thing that the sex-pother is all about as well. 
Donne's ostensible purpose in the Elegy might appear to 
give the lie to this assertion. The first two paragraphs in 
fact argue for sexual fulfilment as 'the right true end of love', 
for 
Perfection is in unitie; Preferre 
One woman first, and then one thing in her (11.9-10), 
which might appear to be an argument within the Art-of-Love tra- 
dition. The trouble is that the poems do not always justify 
what they preach. Like Baudelaire, whom his mistress Jeanne 
Duval accused on one occasion of being more interested in the 
poem he was going to write after making love to her than in the 
love-making itself, Donne is more excited by the dialectic he 
employs to prove his point about the 'right true end of love' 
than he is by the truth or falsehood of the proposition ('he 
was. more interested in ideas themselves as objects than in the 
truth of ideas', as T. S. Eliot puts it), 
1 
or by their applica- 
bility to real women or to real situations. Donne can strike 
one as very unfeeling at times., Several examples of this un- 
feelingness may be garnered from the same Elegy. So exuberant 
is the argument in the opening section (lines 1-36), that one, 
1A Garland for John Donne, 11. See also James Smith, 'On, 
Metaphysical Poetry , in F. R. Leavis, "ed., Determinations (1934), 14. ..., 
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hardly notices the ugly inappropriateness of gold as a meta- 
phor for 'the right true end'of love'; the logic of the analogy 
would be that a prostitute is the best kind of lover because 
she is the one whose 'Centrique part' is, like gold,. traded 
most liberally. The ingenuity of the argument (which in scho- 
lastic terms could be rendered: 'The Centrique part' is the 
essence of woman and her beauty and virtue mere accidents) dis- 
guises the inhumanity of what is actually proposed. A girl is 
a 'hole' or 'pit' into which a man deposits his 'sacrificing 
coales' (11.31-2), she is the 'earth we till and love' (1.34), 
she has 'two purses [with] their mouthes aversely laid' (1.92), 
and she is a stomach which must be fed by the right aperture 
(11.95-6). It is images like these which justify Roma Gill's 
complaint that in a number of poems Donne 'shows little respect 
or regard. for women. They are compared to territories that must 
be explored and possessed, colts to be broken, and cities"to be 
captured: in other words, they are always thought of as objects' 
(Essays in Celebration, p. 55). My point is not that Donne in- 
vents such imagery - in fact it has a parentage which is both 
ancient and universall - but that he invests it with an intensity 
of personal feeling which brings back the shine to a coinage 
dulled by time. The objectification of women whereby they are 
seen as 'holes', 'pits' or 'purses', is to be a recurrent strain 
in'the, period under review and Donne's tone of brutal masculine 
self-assertion in this Elegy points forward to the Restoration. 
It is certainly quite un-Ovidian. 
1 See Mircea Eliade, Patterns in Comparative Religion, trans. 
Rosemary Sheed (London and New York, 1958), section 93, 'Woman and Furrow', 259-. 60. 
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Of course Ovid too could be hard-boiled and unsympathetic 
('quod petit illa breve est') 
' but he could not have written 
lines like the following: 
Thine's like the dread mouth of a fired gunne... 
Is not your last act harsh, and violent, 
As when a Plough a stony ground doth rent? 
('The comparison' (Elegy 8), 11.39 and 47-8) 
Chang'd loves are but chang'd sorts of meat, 
And when hee hath the kernell eate, 
Who doth not fling away the shell? 
('Communitie', 11.22-4) 
Who hath a plow-land, casts all his seed come there 
('Change' (Elegy 3), 1.17) 
If all faile 
'Tis but applying worme-seed to the Taile. 
('Farewello love', 11.39-40) 
Hope not for minde in women; at their best 
Sweetnesse and wit, they'are but Mummy, possest. 
('Loves Alchymie', 11.23-4) 
The last two lines Helen Gardner glosses as: 'Although you will 
find you have gained only a mindless lump of dead flesh, it has 
some-medicinal value' (The Elegies, p. 212), a view which demotes 
the sexual act to the performance of a hygienic function. There 
is 'a little too much personal relish in the expression of these 
harshly reductive sentiments for it to be simply a case of Donne 
playing variations on the traditional4'misogynietýtheme. 
A direct comparison with Ovid will help to bring out the 
fý 
difference in tone between Ovid and Donne. In 'Jealosie' (Elegy 1)r. 
Donne transposes Amores I, iv into a lower and. more sombre key. 
For Ovid the business of deceiving Corinna's 'vir' (who might 
1 'What she wants is short' (Amores III, 1,68). ' The reference is ostensibly to the elegy as opposed to tragedy but there is an obvious double-entendre. 
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but need not necessarily have been her husband) is a delightful 
game, the occasion for some rather scandalous complicity like 
two children plotting to play a trick on-their nursemaid. Ovid 
hopes that this supper will be the last that Corinna's 'vir' 
ever enjoys but this is said more as a joke than in anger (Guy 
Lee's translation 'I hope it chokes him' catches the appropriate 
note). Obviously Ovid bears him no malice. His feelings for 
. Corinna herself are entirely affectionate. She is 'dilectam 
puellam' in line three and 'mea lux' in line twenty-five. Lov- 
ing her is a 'dulce opus' (line 48). He describes her in terms 
which are both affectionate and admiring: 
cum tibi succurret veneris lascivia nostrae, 
purpureas tenero pollice tange genas. (11.21-2) 
(Whenever you think of our love-making 
stroke that rosy cheek with your thumb). 
The girl is there in a way she never is in Donne's poems. 
There is certainly no 'rosy cheek' in 'Jealosie'. The very 
first words of the poem set the tone: 
Fond woman, which would'st have thy husband die, 
And yet complain'st of his great jealousie. 
Donne's attitude to the 'vir', who is now unequivocally a hus- 
band, is harsh and hostile. Compare: 
vir bibat usque roga (precibus tarnen oscula desint) dumque bibit, furtim, si potes, adde mecum. 
si bene compositus somno vinoque. iacebit, 
consilium nobis resque locusque dabunt. (11.51-4) 
(Encourage him to drink but mind'- no kisses. 
Keep, filling his glass when he's not looking. If the wine's too much-for him and he drops off 
we can take our cue from what's going on around us) 
with; . ,. 
M. .... ._.., .... _ 
Nor when he swolne, and pamVer'd with great fare, Sits ` downe, - and " "snortscag d -in- his basket chaire Must wee usurpe his. owne bed any more, ' 
': r'' Nor and play in'his'hoüse, - as before. (11=. 21-4) 
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This is surely a good example of. what Roma Gill calls Donne's 
'preoccupation with fairly irrelevant nastiness. '1 She also 
quotes the description of the husband Qn his death bed, and the 
poet and his mistress who used to 
flout openly, 
In scoffing ridles, his deformitie. (11.17-18) 
At least Ovid never suggested that the 'veneris lasciva nostrae' 
take place in the husband's own home and bed. His own more 
tolerant attitude is summed tip in the final couplet, lines Donne 
could never have written: 
sed quaecumque tarnen noctem fortuna sequetur, 
cras mihi constanti voce dedisse nega. 
(But whatever happens tonight tell me tomorrow 
you didn't sleep with him - and stick to that story). 
There is a pervasive intellectuality and unfeelingness 
about many of Donne's love poems which points to a defect or 
deficiency in Donne himself. Even a, triumphantly successful 
poem like 'The Sunne Rising' exhibits it and I find I cannot 
agree with Patrick Cruttwell who calls it-'a joyfully pagan, 
Ovidian hymn to a completely satisfactory love. '2 Joyful, yes; 
but the joy seems as much the effect of a dazzling display of 
rhetorical skill and of Donne's exhilarated consciousness of 
that skill as of the girl's presence. When Ovid is unfeeling 
it is because he looks on love-making as a game, but the game 
when Donne plays it is harsher and more permeated by Ego; it 
is often like a kind of bitter sport. 'Unfelt' and 'unfeeling' 
1 Essays in Celebration, 57. 
2 'The Love Poetry of John Donne: Pedantique Weedes or Fresh Invention?!, in D. J. Palmer and Malcolm Bradbury, ed., Metaphysical Poetry, Stratford-upon-Avon Studies, 11 (1970), 18.; i 
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are in fact the adjectives J. B. Leishman uses to describe 
'The 
Autumnall' (Elegy 9)1 and T. S. Eliot speaks of a 'puzzled and 
humorous shuffling of the pieces', with its implication that 
Donne is both playing a game and is detached as to the outcome 
(A Garland for John Donne, p. 8). In the same essay Eliot refers 
to Donne's 'immature bravado' in his scoffing at the fickleness 
of women, which is close to what Roma Gill says about Donne's 
attitude to women in the 'Elegies': 'There is an adolescent 
crudeness about such an attitude which is very different from 
the suave sophistication of Ovid. The Romans, professing de- 
votion and distraction, are all the time conscious of playing 
an elaborate game.... In this game tenderness is permissible... 
but there is no place for scorn.... Donne, it would seem, had 
not learned the Romans' politeness and deceiving charm... he 
cannot hide his contempt for the women he is using as mere 
sexual objects' (Essays in Celebration, p. 55). 
I have selected these unobliging comments with a purpose - 
to counter the view which holds that Donne is the great poet of 
sexual love in our literature. I do not believe this to be the 
case and the reason why it isn't is surely this: erotic love is 
basically a simple feeling and Donne is too complex, various, 
fantastical, learned, argumentative and egoistical to be able 
to submit to it or to evoke it successfully. Unlike other men 
who leave their cleverness at the door of the bedchamber, Donne 
takes his inside and continues to expostulate until the very 
last extremity - and beyond. Ovid can say at the climax of a 
n 
1, The Monarch of Wit, 102. : Mr. Leishman also makes this 
comment: 'Even in the most serious of the Songs and Sonets 
there nearly always remains something of play, o detachment 
of conscious hyperbole' (p. 90). 
1 
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seduction 'Cetera quis nescit? ', but at a comparable moment 
Donne's 'Let's act the rest' is merely the springboard for 
another bout of impassioned rhetoric. Ovid is more single- 
minded than Donne; his courtship has one object in view and 
his concentration is fixed upon that object. Whereas Donne, 
in J. B. Leishman's words, 'seems to be continually distracted 
from the object of his contemplation by a kind of mental tic, 
a "concupiscence of wit" (to borrow his own phrase), a restless, 
itching ingenuity which cannot fully occupy itself or identify 
itself with anything, not even with his Paula' (The Monarch 
of Wit, p. 103). This makes Donne the-greater and more exciting 
writer of amatory verse with a wider range and a deeper insight 
than Ovid could ever command, but it disqualifies him for the 
simpler (indeed, more simple-minded) pursuit which is that of 
autonomous sexual pleasure. He is a great poet of 'love', but 
he is not a great exponent of the Art of Love. 
For one final illustration of this distinction between 
Donne as a poet of love and as a poet of sexual experience I 
should like to take his handling of the erotic topic of the 
love-dream. On the whole the Elizabethans were slow, to-exploit 
the erotic potential of this to os. For example, Shakespeare 
in his forty-third sonnet plays upon the paradox that the dream- 
state is more 'real' than waking reality; for 
When most I wink, then do mine eyes best see, 
but he does not do-much more than juggle-with the meanings of 
'bright' and 'dark'. In. sonnet thirty-eight. from Astrophil and 
Stella Sidney, like-Shakespeare, claims to see 'better sights 
in"sight's. 
`decay', 
but the vision of Stella disappears as soon 
-134- 
as he wakes up and he is unable to recapture'it. 
1 
In sonnet 
thirty-two of the same sequence Sidney tells Morpheus that he 
never falls asleep 'But by thy work my Stella I descrie', and 
when the poet asks where the ivory, pearls, rubies and gold came 
from to create Stella's image, Morpheus answers that he took 
them from Sidney's heart as he slept. Finally, in a sonnet by 
Thomas Watson where the headnote tells us that the 'Authour by 
fayning a troublesome dreame, expresseth a full Passion of Love', 
we are given two love-dreams in quick succession. In the first 
of these the poet sees his loved one approach and 
thought she came to ende-my wo 
But when I wakt (alas) t'was nothing so; 2 
and in the second Hope visits his bed to promise him relief 
from his love pains. It is all very pretty,. graceful, and sex- 
ually tame. 
In 'Image and Dream' Donne, like Sidney and Shakespeare, 
thinks the dream-image more real than the image seen by waking 
eyes: 
When you are gone, and Reason gone with you, 
Then Fantasie is Queene and Soule, and all; 
She can present joyes meaner than you do; 
Convenient, and more proportionall. (11.9-12) 
But in 'The Dreame' Donne argues that it is waking reality 
'which really matters and not the other kind: 
Deare love, for nothing lesse then thee 
Would I have broke this happy dreame, 
It was a theame 
For reason, much too strong for phantasie, 
Therefore thou wakd'st me wisely... (11.1-5) 
1 The Poems of Sir Philip Sidney, ed. William A. Ringler, Jr. 
(oxford, . 
c 
2 The EKATOM1TAOIA, Sonnet XXXII. 
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Characteristically, it is this relation between 'dreames' and 
'truths' that provided Donne with a subject. Equally charac- 
teristically, he gives his debate, which he pursues 'with all 
the subtleties of gi scholastic theology at his finger-ends', 
a strongly dramatic frame - the very idea of having his mistress 
interrupt the love-dream is a stroke of genius. Pierre Legouis 
gives a long account of the dramatic qualities of this scene 
in 
his book on Donne (he calls the poem Donne's-'most delicate 
success' as an example of dramatic art) and describes graphically 
the gestures we are meant to see with our inner eye: 'The first; 
stanza ends on this gesture of the man, one of gentle entreaty, 
arms held out, a fond smile on the lips and in the eyes. The 
woman, it seems, remains seated, and out of reach. So the min 
tries to lure her forward.... While we read the second stanza we 
keep on seeing the stretched arms, and the couch; and the meta- 
physical subtleties reveal themselves as amorous blandishments 
.... The woman rises, not 
to draw nearer but to go away.... ' 
(Donne the Craftsman, p. 76). Whether one 'sees' all this or 
not, the emphasis on the poem as'a dramatic episode is to focus 
on the most eloquent feature of Donne's art and the one which 
brings him closest to Shakespeare. I should add only one detail 
to Legouis's account, which is the change of focus from high 
declamation to idiomatic speech in 'let's act the rest' at the 
end of line ten. Such changes of focus are characteristic of 
Shakespeare's art, as in Antony and Cleopatra II, ii where after 
a long, prosy, passage there is a bridging phrase ('I will tell 
you') and then the-full-blooded magnificence of 'The barge she 
sat in, like a burnish'd throne, /Burn'd on the water.... ' In 
1 Grierson, The Poems of John Donne, II, 34. 
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both 'The Dreame' and Antony and Cleopatra one sees the use of 
an idiom which possesses the virtue of allowing an 'unbroken 
transition between the most intense speech and the most relaxed 
dialogue', as Eliot confesses to have aimed for in his own drama- 
tic verse. 
1 Were it not, for the distractive jangle of Donne's 
dialectic I should have no hesitation in putting 'The Dreame' 
next to Mademoiselle O'Murphy and 'They f le. from me' as a mas- 
terpiece of that art which by virtue of its compelling dramatic 
scenario gives a vivid erotic focus to a meeting between lovers. 
A word which is now often used to describe this seductive 
blend of theatricality and restless movement is 'baroque', the 
name for the style which above all others enlists atmosphere, 
gesture and dramatic movement into a persuasive rhetoric of 
2 
expression. In fact Mario Praz uses the word to describe this 
very poem and says of Donne's technique generally that it 'stands 
in the same relation to the average technique of Renaissance 
poetry as that of baroque to that of Renaissance painting. His 
sole preoccupation is with the whole effect' (A Garland for John 
Donne, p. 57). Elsewhere he compares Donne's metaphors to Borro-i 
mini's brilliant illusionism in the garden of the Spada Palace 
in Rome where a gallery appears immensely long from a distance 
but shrinks to very modest proportions as one gets nearer. 
3 
In poetry, as in architecture, the intended effect is surprise - 
surprise followed by delight. Mr. Praz quotes a well-known tag 
1 On Poetry and Poets (1957), 85. 
2 There are obvious dangers in using 'baroque' as a literary term, although I believe its use justified in a limited con- text such as this one. For a full discussion of the term, see Rene Wellek, 'The Concept of Baroque in Literary Scholar-, 
ship 't Journal of Aesthetics, 5 (1946), 77-109. 
3 John Donne (Turin, 1958), 15. 
I 
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by Giambattista Marino (John Donne, p. 16): 
del poeta il fin la meraviglia, 
Chi non sa far stupir vada alla striglia. 
(The poet's job is to cause a sensation; he who 
can't astonish deserves to be beaten. ). 
It is to produce a 'meraviglia' that Donne in 'The Dreame' 
calls his mistress 'truth' (line 7) thereby transferring to 
her one of the divine attributes, 
1 
and it is 'per far stupir' 
that he deliberately confuses her with the Deity (lines 19-20): 
I doe confesse, it could not chuse but bee 
Prophane, to thinke thee any thing but thee. (11.19-20) 
(Incidentally, Brian Vickers's comment should be noted that 
these two lines occur as a parenthesis 'in the middle of a string 
of the familiar sexual puns on "go", come and die (Essa s y 
in Celebration, p. 163. ). Surely it takes a mind hyper-sensitive 
to sexual innuendo to see 'cam'st' in line eighteen as referring 
to anything other than physical locomotion, or to interpret 'com- 
mang and staying' (line 21) in a sexual sense. 'Comming', per- 
haps; but 'staying'? This reading also assumes that Donne and 
his mistress have actually made love before she 'rises' to go 
away, an assumption which weakens the force of the poem. The 
poet's persuasions are surely more eloquent if they are directed 
to enjoyment rather than to re-enjoyment. Again, I cannot see 
that Donne uses 'die' (line 30) in a sexual sense. The argument 
surely is that Donne will have to resort to dreaming or wish- 
fulfilment if he is to exact what the girl has so obviously 
failed to deliver. Unless he can die (sexually) in the dream 
he will have to die (physically) when he wakes up. Mr. Vickers's 
1I adopt Professor Grierson's readiný in preference to that ofHelen 
Gardner 
. who; gives '. 
'true' ý for' truth' :-- For' 'a discussion'-"'' 
of the points involved, see Brian Vickers, Essays in Cele- 
-bration, 162-3:. 
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treatment of 'The Dreame' exemplifies that tendency I noted 
above of giving more weight to the element of sexual punster 
in Donne than that element warrants. ) 
Reading through 'The Dreame' it is again the dialectical 
structure and the display of rhetorical invention elaborated 
'per far stupir' which claim the lion's share of 'attention. The 
dramatic situation, which provides a framework for the persua- 
sion and carries the erotic feeling, recedes into the background. 
An exhibition of witty dialectic within a dramatic context is 
created which is Donne's great and original contribution to 
English non-dramatic poetry. Fascinating as this is, it is not, 
I believe, an ideal medium for the expression of erotic feeling. 
Donne's style takes what Helen Gardner calls the 'outrageousness 
and perversity' of the Ovidian'Art of Love theme (see The Elegies 
p. xxiii) and transmutes it into a total effect of which it forms 
one, but only one, part. This transmutation is'- to pursue the 
analogy suggested by Mario Praz - not unlike the transmutation 
of Renaissance art into the baroque. A style of discrete ele- 
ments (in the Amores, couplet follows couplet and idea follows 
idea like the bays of a Renaissance facade) evolves into a com- 
plex and syncretic style in which (as in a facade by Bernini or 
Borromini) all the elements coalesce and where each individual 
' element is transcended - including the sexual. 
Few generalizations about Donne are wholly binding and in 
conclusion I wish to point to those poems that constitute an 
exception , 
to what 
,I 
have written above., 'Loves Usury' in parti- 
cular is splendidly Ovidian in its concentration on the Art of 
Love, as for example in the poet's-dodge of pretending that he 
-., doesn't know, last year's lover so that he will-have the pleasure 
of getting. -to know-her again" `' 
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Resume my last yeares relict: thinke that yet 
We'had never met. (11.7-8) 
Like a true sensualist Donne here 'excite [sj the membrane, when 
the sense has cooled', just as in 'The Indifferent' he can 'mul- 
tiply variety/In a wilderness of mirrors'. 
1 
And the trick in 
the second stanza, where he 'mistakes' the maid for the mistress 
and thereby mis-takes (i. e. enjoys) them both, comes straight 
from Ovid (Amores II, vii and viii), although as Helen Gardner 
says (p. 167), 'Ovid is less impudent. ' Ovidian too is the play- 
ful cynicism of 'country grasse', 'confitures of Court' and 
'cities quelque choses' as descriptions of the three. sorts of 
'meat' a hungry man might be said to enjoy. The legal quibbling 
of the third stanza, however, is all Donne. 
The same deliberate husbanding of his forces that we get 
in 'Onely let mee love none, no, not the sport' from 'Loves 
Usury'2 is, met'with again in 'Loves Diet' where his 'buzard love' 
is reclaimed 
to f lye 
At what, and when, and how, and where I chuse. (11.25-6) 
Donne as the mood seizes him can 
Spring a mistresse, sweare, write, sigh and weepe: 
And. the game kill'd, or lost, goe talke, and sleepe. 
(11.29-30) 
Here again speaks an old practitioner of the Art of Love (albeit 
a somewhat stony-hearted one), a seasoned warrior in 'Loves 
Warre' who can sleep with a clear conscience so as to rise re- 
freshed for another day's - or night's - campaign. It is a war 
in which the opposing forces are equally arrayed: 
1 T. S. Eliots" Gerontion', l1.63-5. '" 
2 ', Helen-Gardnerý"glosses, this Fline''to', mean that ''he may be 
": carefree; in ., his 'pleasures, ' no 'more the slave of lust than of love', The Elegies, 167. 
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Kill mee as Woman, let mee die 
As a meere man; doe you but try 
Your passive valor, and you shall finde than, 
Naked you'have odds enough of any man. 
('The Dampe', 11.21-4) 
Here at least there is no doubt about sexual punning. And in a 
very different context he asks 
did Nature then 
'Idly make them apter to endure then men? 
('Change' (Elegy 3), 11.13-14) 
thereby conceding that there is no inherent superiority on the 
male side in this particular war, a concession which must at 
least qualify Roma Gill's view that in Donne's poems women 'are 
always thqught of as objects. ' 
There may be no essential Donne but nevertheless there is 
a characteristic Donne and that person is not on the whole sym- 
pathetic to women - although no doubt he 'loves' them. In rare 
poems, and at rare Ovidian moments, he may concede their 'passive 
valor', but more often this is just the thing that upsets him. 
At the end of that fine poem 'Aire and Angels' he writes: 
Just such disparitie 
As is twixt Aire and Angells puritie, - 
'Twixt womens love, and mens will ever bee (11.26-8) 
which is Donne falling back on the orthodox religious view that 
women's love is less pure than men's. Helen Gardner provides 
evidence for the universality of. this view and concludes, per- 
haps a little ruefully, that 'even those who take a less low 
view of women's love than this have to come to terms with the 
universal assumption of the superiority of all things masculine' 
1 -Professor Grierson's edition gives the last line as - 
ý'In that you'have odds enough of any man.. ' Helen Gardner considers that this reading, adopted in the 1633 edition', ', -, might 
have been 'a softening made by Donne'. Her, argument (p. 171). is that-the-poem is - 
'beyond propriety'. which I confess I- do . not quite understand.,,, '' 
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(The Elegies, p. 206). 
1 
And glossing the last three lines of 
'The Primrose', she says: 'Donne is assuming as axiomatic the 
perfection of the male sex and the imperfection of the female.... 
Ten is the masculine number because man is complete in himself 
and needs no addition from woman. Five is the woman's number: 
to become perfect she needs a man' (ibid., p. 221). Is it pre- 
suming too much to guess that in view of this and all the other 
evidence Donne shares such assumptions about the inferiority of 
women and therefore sees his sexual commerce with them as basi- 
cally tainted? 
Generally his view of sexual relations is rather sombre. 
There are very few poems which express undiluted joy and plea- 
sure and the others, as C. S. Lewis has pointed out, 'ring the 
changes on five themes, all of them grim ones. '2 He adds: 'We 
may hear little of the delights of Donne's loves... [but yet] the 
pains ring true. ' Ovid's 'pains', by contrast, are (so to speak) 
technical ones. Tiresome people (the girl's 'vir', a porter) get 
in the way, the girl refuses to see him, and so on. But there 
is never any questioning the basic fact that love-making is a 
pleasurable activity. He could not have said to his mistress, 
as bonne does in 'The Relique', 
Our hands ne'r toucht the seales, 
Which nature, injur'd by late law, sets free (11.29-30) 
and then gone onlin the next line to call this, and similar for- 
bearances, 'these miracles'. Ovid's sympathy would have lain 
with the other (the Ovidian) Donne who wrote', in 'To his Mistris 
Going to Bed', 
1 See also Songs and Sonnets, ed. Theodore Redpath (1956), 142-4. 
2 'Seventeenth-Century Studies, 77. Helen Gardner says that 'he 
never speaks in the tone of a man overwhelmed by what he feels to be wholly undeserved good fortune', The Elegies, xvii. 
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i 
Then where my hand is set my seal shall be. (1.32) 
For Ovid 'seales' are meant to be pressed home - there is no 
'miracle' about abstention. 
The gap between classical and Renaissance attitudes can 
again be seen if we compare Donne's 'The Apparition' with its 
source in Horace (Odes, I, xxv). Horace's Lydia is presumably 
a courtesan, to judge by the intensity of attention she seems 
to enjoy. The point of the poem is that as her seductive charms 
diminish, so will the attention lusty young men ('iuvenes pro- 
tervi') bestow on her. Horace's description of her as a lonely 
old hag weeping down a back street ('flebis in solo levis angi- 
portu') is harsh but it is not informed by animus. The tragedy 
is an impersonal one; after every youthful flowering comes the 
time of 'withered leaves'. Donne by contrast is dramatic, in- 
tense and malicious. He takes Horace's theme and transforms it 
into a nightmarish act of revenge against the girl who has jilted 
him. The girl will awake one night to find Donne's ghost by her 
bedside. When she pinches her lover to wake him he will 
thinke 
Thou call'st for more, 
And in false sleepe will from thee shrinke. (11.8-10) 
The girl's habitual eagerness for sexual experience, her equal- 
ity and complicity in the Art of Love, are now turned against 
her - she is left stranded and 'Bath'd in a cold quicksilver 
sweat' (an ironical counterpart of the 'warm' sweat engendered 
by sexual activity). The personal animus of this is confirmed 
in the last two lines where Donne decides to let the girl suffer 
rather than give her advance warning and so allow her to 'rest 
still innocent'. 
Finally, the sombre tone of 'Farewell to Love' with its. 
very un-Ovidian 
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takes but one sense, 
And that so lamely... (11.18-19) 
and its disgusted (and disgusting) conclusion, serves to remind 
us that Donne shared, certainly for part of the time and probab- 
ly for most of it, the sad sexual philosophy of those who, accor- 
ding to C. S. Lewis, inhabited the house of Busirane. 
1 
For Ovid 
that 'one sense', together with the gaiety and tenderness that 
its use engaged, was enough. 
S 
1 See The Alleg or y of Love, 341. 
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5' Jonson and Herrick. 
Doing, a filthy pleasure is, and short; 
And done, we straight repent us of the sport. 
(The Under-Wood, " LXxXVIII) 
I could wish you all, who love, 
-That ye could your thoughts remove From your Mistresses, and be, 
Wisely wanton (like to me). 
(Hesperides: 'To all young men that love') 
Ben Jonson and Robert Herrick exemplify sexual attitudes 
of two quite different tendencies. They are tendencies which 
might, for concision's sake, be called the hard-boiled and the 
soft-centred. Jonson's relationship to the tradition of the Art 
of Love is the easier to describe - he rejects it entirely. For 
him love-making is a 'cold busines', on a par with 'scattering 
complements, tendring visits, gathering and venting newes' 
('Iactura Vitae', Timber; or, Discoveries, XI). 
l 
Herrick, by 
contrast, sees it as a tender game which, because it must be 
played with 'cleanly-Wantonnesse' (the phrase he uses in the 
introductory poem to the Hesperides), seldom goes beyond the 
preliminaries of sexual arousal. Jonson's attitude to sexual 
love is reductive and Herrick's is sentimental, and this divi- 
sion widens throughout the century until by Augustan times it 
is a veritable schism. (It would be to over-simplify to suggest 
that either tendency originates with Jonson or Herrick, but it 
is in the 1620s, when Herrick was writing Hesperides and Jonson 
was still working on The Under-Wood, that I believe the division 
1 Ben'Jonson, ed. C. H. Herford, Percy and Evelyn M. Simpson 
Oxford, 1947), VIII, 565. - All my quotations from Jonson.. 
are from this text. 
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becomes perceptible. It would be interesting to propound a 
theory of 'dissociation of sensibility' which dates from about 
then. ) Neither poet gives sexual passion its due. For neither 
man is sexual fulfilment an end in itself or a consummation 
devoutly to be wished. 
Jonson's attitude to physical love may be suggested by 
the translated lines from Petronius which head this chapter. 
At times his animus has an intensity to it which evokes Marston: 
mans whole good fix'd 
In bravery, or gluttony, or coyne, 
All which he makes the servants of the Groine, 
Thither it flowes. How much did Stallion spend 
To have his Court-bred-fillie there commend 
His Lace and Starch; And fall upon her back 
In admiration, stretch'd upon the rack 1 Of lust, to his rich Suit and Title, Lord? (11.44-51) 
This is Marston with a difference for there is none of Marston's 
covert fascination with what he affects to despise - Jonson means 
what he says. His satirical target here is lust and there is no 
cause to doubt his good faith when in 'To Katherine, Lady Aubigny'- 
(The Forrest, XIII) he claims to be 'at fewd/With sinne and vice', 
or his serious intention when in 'Epode' (The Forrest, XI) he 
distinguishes between 'blinde Desire' 
With whom who sailes, rides on the surge of feare, And boyles, as if he were 
In a continuall tempest 
. 
(11.41-3) 
and 'true Love' 
That is an essence, farre more gentle, fine, 
Pure, perfect, nay divine. (11.45-6) 
The trouble is that 'blinde desire' seems to cover all manifes- 
tations of physical passion whatsoever. Where in fact is there 
in Jonson any sense of Eros as anything but a destructive force? 
1 'An Epistle to a Friend, 
, 
Under-Wood, XV. 
to perswade him to the Warres', The 
"ti 
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I would suggest that it is only friendship that ever gets good 
marks and that when Jonson writes about 'love' it is in fact 
'friendship that he really means. It is of 'love' as friend- 
ship - that is, as denuded of all erotic suggestion - that 
Jonson writes at the conclusion of his plea for forgiveness in 
'An Elegie' (The Under-Wood, XXXVIII): 
0, that you could but by dissection see 
How much you are the better part of me; 
How all my Fibres by your Spirit doe move, 
And that there is no life in me, but love. (11.109-12) 
This is the sincere-and moving diapason of Jonson's true voice, 
a tone which sounds whenever he deals directly with the subject 
of friendship. Physical passion for Jonson is a daemon to be 
exorcised, conjured away, or at the least kept at arm's length. 
In 'An Elegie' (The Under-Wood, XVIII) he writes: 
Or was she gracious a-farre off? but neere A terror? or is all this but my feare? (11.5-6) 
There is a specific context for this where it occurs, but I be- 
lieve that the situation had for Jonson a representative signi- 
ficance. Jonson's 'feare' is very similar to Swift's when faced 
by the passionate importunities of Esther Vanhomrigh. What both 
men found (or at any rate said they found) 'gracious', became a 
-'terror' and a threat to personal integrity and self-hood at close 
quarters, for as Georges Bataille reminds us, 'the whole business 
of eroticism is to destroy the self-contained character of the 
participators as they are in their normal lives' (Eroticism, 
p. 17). 
1 
1. Another similarity between Jonson and Swift is noted by D. H. Rawlinson in the course of his discussion of Jonson's song 'Still to be neat still to be drest': 'There is almost a Swiftian suggestion that under a careful, clean facade lies 
something offensive and unpleasant - the pock-marks, the 
. pimples and. perspiration beneath the thick layer of make-up', The Practice of Criticism (1968), -65. The connection between 
a hyper-sensitivity to personal hygiene and sexual distaste would be interesting to explore in the case of both writers. 
I 
-147- 
This is admittedly hypothetical, but what is not hypo- 
thetical is the violence of Jonson's reaction against the traps 
set by female sexuality: 
Planting their Purles, and Curles spread forth like Net, 
And every Dressing for a Pitfall set 
To catch the flesh in, and to pound a Prick 
('An Epistle to'a Friend, to perswade'him to the Warres', The 
Under-Wood, XV, 11.65-7). Or, as in 'A Satyricall Shrub' (The 
Under-Wood, XX), his anger at the failures of 'friendship': 
A Womans friendship! God whom I trust in, 
Forgive me this one foolish deadly sin, 
Amongst my many other, that I may 
No more, I am sorry for so fond cause, say, 
At fifty yeares, almost, to value it, 
That ne're was knowne to last above a fit'. (11.1-6) 
Or, as in 'An Elegie' (The-Under-Wood, XLII), his seeming anta- 
gonism to the very existence of sex: 
It is not likely I should now looke downe 
Upon a Velvet Petticote, or a Gowne, Whose like I have knowne the Taylors Wife put on To doe her Husbands rites in, e're 'twere gone Home to the Customer: his Letcherie 
Being, -the best clothes still to praeoccupie. Put a Coach-mare in Tissue, must I horse 
Her presently?... (11.37-44: 
The sneer about 'her Husbands rites' is surely quite unjustified 
since no wrong-doing is involved - indeed in the circumstances 
'Letcherie' seems to mean nothing more than physical love. 
How much of this sort of writing in fact derives from Jon- 
son and how much is conventional? It is a hard question to 
answer as it would involve setting the extracts given above in 
a context of the mysoginism which runs right through the mediae- 
val period and-has its roots in classical antiquity. 
1 
The pre- 
sumption that such asperities came naturally to Jonson even -,. 
1 See George`Burke Johnston, Ben Jonson: Poet (New York, 1945), 32 ff. A, full account of the -mysoginist tradition is given in G. R. Owst's Literature and-Pulpit in Mediaeval England (Cambridge, ' 1933). 
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without the help of that tradition is however supported by the 
lack of tenderness towards women that one meets with in his 
writings generally. The women he flatters - friends, patrons 
and children. - are admirable in so far as they are undifferen- 
tiated from men. 'Jonson's positive ideal of womanhood', writes 
Edmund Wilson, 'may be summed up in the well-known lyric that 
begins, "Have you seen but a bright lily grow".... It is some- 
thing quite remote and unreal which he is unable - when he tries, 
which is seldom, as in the Celia. of Volpone - to bring to life in 
his plays, and, though the poems inspired by it are neat and agree- 
able enough, they have no human tenderness in them, let alone human 
passion.... The touches in Jonson's poetry that come closest to 
lyric feeling are invariably evocations of coldness. '1 Both J. A. 
Barish and J. G. Nichols have vigorously disputed this judgement, 
but I don't believe that they make but a compelling case for Jon- 
son's warm-heartedness, at least as far as Eros is concerned. 
2 
The half-dozen famous lyrics which find their way into most antho- 
logies might be considered another kind of 'compelling case', but 
it is one which is at best equivocal - the poems are certainly to 
be admired in some sense but it is not easy to decide what this 
sense is or even what it is one is admiring. 'Malheureusement ils 
ne sont pas trýs personnels', is how M. Castelain voices his mis- 
1 The Triple Thinkers (1952), 212. (The original edition of 
this work k19367736-es not include the essay on Jonson. ) 
Mr. Wilson's essay is reprinted in Jonas A. Barish, ed., Ben Jonson: A Collection of Critical Essas, Twentieth-Century 
Views (Englewood Cliffs, New Jersey, 1963). Dryden, through 
Neander, says much the same thing in An Essay of Dramatic Poesy: 'You seldom find him making love in any ot his scenes 
or endeavouring to move the passions; his genius was too 
sullen and saturnine to do it gracefully... ', Essays of John Dryden, ed. W. P. Ker (Oxford, 1900), I, 82. 
2 Barish, 11-13 and Nichols, The Poetry of Ben Jonson: (1969), 
.8 
ff. 
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givings about the poems in the Charis sequence. 
l However for 
Ralph S. Walker this absence of the personal is all to the good; 
'[They] have a frigid and translucent beauty like that of a 
crystal cameo.... Through his absorption of the classical ideal, 
[he] achieved an unusual negation of the accidentally personal 
.... It is not what 
it says, but what it is, that matters. '2 
Similarly J. G. Nichols reminds us that 'there are many pleasures 
to be gained from reading! a good poem, and one of them can be 
the feeling of admiration for a job well done' (The Poetry of 
Ben Jonson, p. 38). And for Wesley Trimpi the*'increased object- 
ivity' of Jonson's style is a way of bringing into focus 'the 
whole context of his experience. q3 
These attempts to turn Jonson into a Jacobean Mallarme raise 
enormous theoretical questions about the nature of poetry which 
it is impossible for me to pursue. However in default of a sus- 
tained argument perhaps I may be allowed a short statement of un- , 
supported opinion. Personally I am sceptical of attempts to just- 
ify a coldness of tone by reference to the superior virtues of a 
classicising 'impersonality' which often. strikes me as merely 
aestheticism in disguise. F. R. Leavis's rejoinder to Eliot's 
praise for the 'impersonality' of Landor seems relevant here: 
" 'Landor's impersonality is that of the stiff suit of style that 
stands up empty - impersonal because there is nothing inside. '4 
1 Ben Jonson, 1'homme et l'oeuvre (Paris, 1907), 838. 
2 'Ben Jonson's Lyric Poetry', The Criterion, 13 (1933-4), 441, 
447 and 448. 
3 Ben Jonson's Poems: A Stud of the Plain Style (Stanford, 
1962), 234. 
4 The Common Pursuit (1952), 285. 
a 
ýý 
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Jonson's love lyrics are as beautiful as 'a crystal cameo' and 
they are most certainly 'a job well done', but like Landor's 
stiff suit they stand up empty 'because there is nothing inside. ' 
They are triumphs of the poetry which T. S. Eliot, again with 
reference to Landor, called a 'jeu de quilles'1 and they testify 
to the barren aestheticism of such an achievement. For all the 
perfection of their form they have little to tell'us about gen- 
uine human feelings and nothing at all'to tell us about the 
passions. 
To find Jonson at his manly and urbane best one has to go 
to those of his works where the affective or Venerean element is 
not predominant, either as 'love' 
of 'sex' - in other words, to the 
ship, celebrations of country-hou 
Songs. A fine and famous example 
neat, still to be drest' from The 
reads: 
or as a horrified repudiation 
verse letters, poems of friend- 
se life, classicizing odes, and 
of the latter is 'Still to be 
Silent Woman. The second stanza 
Give me a looke, give me a face, 
That makes simplicitie a grace; 
Robes loosely flowing, haire as free: 
Such sweet neglect more taketh me, 
Then all th'adulteries of art. 
They strike mine eyes, but not my heart. 
Jonson predictably is on the side of 'simplicitie' (i. e. Nature) 
rather than artifice and it is fitting that there should be so 
nice an ambivalence in the meaning of 'adulteries'. For Jonson, 
the aesthetic must inevitably tie up with the moral - one sort 
of 'adultery' leads on to the other. Obviously the 'Robes loosely 
1 Quoted in F. R. Leavis, Anna Karenina and Other Essays (1967), 
183. See also H. H. Chi : Id's disparaging remarks about 'Drinke 
to me, onely, with thine eyes' in 'The Triumph of Ben Jonson', TLS, 4 July-1936,549. For a defence of the poems, see Paul M. Cubeta, "'A Celebration of Charis": An Evaluation of Jonsonian Poetic Strategy', ELH, 25 (1958), 163-80. 
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flowing' are quite unlike Ovid's 'tunica recincta' or Wyatt's 
'-lose gowne'. They stand for a modesty quite untainted by 
erotic implication and are chosen for their very un-likeness 
to the 'Velvet Petticote, or a Gowne' which the tailor's wife 
puts on 'To'doe her Husbands rites in. ' The poem thus implicitly 
shuts the door on sexual passion just as explicitly it repudiates 
the artifice, or Art of Love, which stage-manages seduction and 
sexual pleasure. 
Herrick's equally famous 'Delight in Disorder' welcomes 
the very 'adulteries of art' that Jonson rejects: 
A sweet disorder in the dresse 
Kindles in cloathes a wantonnesse: 
A Lawne about the shoulders thrown 
Into a fine distraction: 
An erring Lace, which here and there Enthralls the Crimson Stomacher; 
A Cuffe neglectfull, and thereby Ribbands to flow confusedly: 
A winning wave"(deserving Note) 
In the temptestuous petticote: 
A carelesse shooe-string, in whose tye I see a wilde civility: 
Doe more bewitch me, then whey Art Is too precise in every part. 
At first glance it might seem that Herrick is taking a similar 
line to Jonson by rejecting artifice, but of course it is not 
artifice as such that he rejects so much as the artifice that 
is 'too precise' - which overdoes it, in other words. An artful- 
ness which arranges a girl's clothes so as to produce the maximum 
effect of 'wantonnesse' is everywhere apparent in the poem: in 
the 'sweet disorder' that 'kindles' wantonness (the 'kindles' im- 
plying an inflammatory intention); in the 'Cuffe neglectfull' 
which 'thereby' (effect following cause) sets the ribbons into 
1 The Poetical Works of Robert Herrick, ed. L. C. Martin (Oxford, 1956), 28. 
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a delicious confusion; and in the very deliberately careless 
'tye' of the shoe-laces so as to produce the effect of a 'wilde 
civility'. It was this''civility' which in art it was Herrick's 
intention to uphold just as in life he admired the metropolitan 
civility from which he felt he had been excluded by his appoint- 
ment to the living of Dean Prior. And 'civility' in sexual mat- 
ters meant playing with erotic fire close to where it might be- 
gin to burn, or in other words, where the 'wantonnesse' might 
cease to be 'cleanly'. 
' 
Donne was never a poet to fear fire, and the difference in 
this respect between him and Herrick may be suggested by com- 
paring 'The Dreame' with Herrick's 'The Vine' (Martin, p. 16): 
I dream'd this mortal part of mine 
Was Metamorphoz'd to a Vine; 
Which crawling one and every way, 
Enthrall'd my dainty Lucia. 
Me thought, her long small legs & thighs 
I with my Tendrils did suprize; 
Her Belly, Buttocks, and her Waste 
By my soft Nerv'lits were embrac'd... 
But when I crept wi leaves to hide 
Those parts, which maids keep unespy'd, 
Such fleeting pleasures there I took, 
That with the fancie I awook" 
And found (Ah me! ) this flesh of mine 
More like a Stock, then like a Vine. 
Donne's poem is serious and passionate but for Herrick the love- 
dream is a game. The sensuality is proffered for its own sake 
and the sexual double-entendre at the end is a deliberate piece 
of naughtiness. That an element of wish-fulfilment enters into 
such a 'fancie' (a'word which, as we shall see, is used frequently 
in connection with sexual imaginings) is clear from 'On himselfe', 
_i 
1 'I write of Youth, of Love, and have Accesse, By these, to sing of c7leanly-Wantonnesse' 
'The Argument of his Book'(Martin, p. 5). '. 
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which is the next-poem-but-one in Hesperides (Martin, p. 17). 
Herrick says in 'On himselfe' that although he can still 'twine/ 
'Bout a Virgin like a Vine' and lie melting in her lap, yet he 
can only 'die' in 'fancie' as his love has outlasted his years. 
Another love-dream, 'The Vision to Electra' (Martin, p. 20), is set, 
characteristically for Herrick, 'in a bed/Of Roses, almost 
smothered. ' The last line of the poem 
Love give me more such nights as these 
is of course stolen from Amores I, v, but whereas Ovid's prayer 
is for more afternoons of love-making, Herrick's is for more 
nights of dreams. The Ovidian Art of Love becomes with Herrick 
merely the art of evoking erotic 'fancies'. 
Yet another love-dream, 'The Vision' (Martin, p. 51), des- 
cribes an alfresco-visit from a young beauty dressed 'like a 
sprightly Spartanesse' and with a 'silver bow with green silk 
strung' over her shoulder. Herrick's 'fancie'. takes this form: 
Her legs were such Diana shows, 
When tuckt up she a 'hunting goes; 
With Buskins shortned to descrie 
The happy dawning of her thigh: 
Which when I saw, I made accesse 
To kisse that tempting nakednesse: 
But she forbad me.... (11.13-19) 
The delicious freshness of 'the happy dawning' is the secret of 
Herrick's charm, a pervasive sensualism which as John Press 
points out 'is diffused over the whole range of his physical 
. experience and 
is not concentrated upon the flesh of women. '1 
(It is to be seen, for example, in the happy harmony of the 'silver' 
bow strung with 'green' silk, an anticipation of many similar 
1 Robert Herrick, Writers and their Work, 132 (1961), 11. 
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colour effects in Caroline erotic verse. ) The flesh of women, 
however, is what gives Herrick most pleasure and where his sen- 
sualism finds most scope. The 'adulteries of art' may be seen 
in the sly way he frames for our attention the accidental naked- 
ness of the 'sprightly Spartanesse's' thigh, with 'Buskins 
shortned' by artifice, just as in 'Delight in Disorder' the 
'winning wave' of the 'tempestuous petticote' might be said to 
have yielded a comparable voyeuristic pleasure. 
Titillation by partial undress is. in fact one of Herrick's 
most'persistent erotic strategies. ' In this respect he might 
seem to continue the tradition of the Elizabethan epyllia, but 
there is a marked difference of degree. The poets who wrote the 
epyllia were relatively artless in their depiction of semi-nudity 
whereas Herrick is nothing if not artful. The 'Art' that he tells 
us he dot'es on in 'Art above Nature, to Julia' (Martin, 'p. 202) 
is precisely this - the conscious arrangement of 'lawnie filmes' 
so that they set off the girl's limbs to best advantage: 
Next, when those Lawnie Filmes I see 
Play with a wild civility: 
And all those airie silks to flow, 
Alluring me, and tempting so: 
I must confesse, mine eye and heart 
Dotes less on Nature, then on Art. (11.13-18) 
'Those airie silkes' are the flowing, revelatory garments of the 
Art of Love tradition; they belong with the 'vele of silke and 
silver thin' Acrasia wears in the Bower of Bliss, a garment which, 
as C. S. Lewis reminds us, stands for 'artifice, sterility, death. '1 
What for Spenser was diseased sexuality becomes for Herrick an 
aspect of civility. Indeed in one poem the civility suggested 
by a piece of clothing acquires a significance which is literally 
1 The Allegory-of Love, 326. 
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cosmic. In 'Julia's Petticoat' (Martin, p. 66) the movements 
of the garment evoke the movements of the heavens - the garments 
are 'ayrie' (line 2) in two senses of the word. Herrick fully 
exploits the sensual possibilities of these movements. The thin 
material first moulds the lines of Julia's figure so as to reveal 
the bosom heaving and panting with sexual passion, then it flares 
away from the body with 'a brave expansion'. The process is re- 
peated, and then reversed: 
Sometimes away 'two'd 
Then to thy thighs so 
That some conceit did 
As Lovers fall into a 
And all confus'd, I tl 
Drown'd in Delights; 
wildly fling; 
closely cling, 
melt me downe, 
swoone: 
here did lie 
but co'd not die. (11.13-18) 
Towards the end of the poem the petticoat becomes the 'Leading 
Cloud' which brought the Israelites out of Egypt and in the last 
couplet 'the primum mobile itself, the uttermost and unaltering 
sphere which moves all else-within its circular embrace of love. '1 
'Art', sexual excitation and cosmology - it is an extraordinary 
and indiscriminate mixture of elements, all stirred into a single 
pot so as to heighten the erotic frisson. 
(Parenthetically I should say that it is here that I dis- 
agree with Mr. Musgrove's general contention that Herrick is 
first and foremost an allegorist and that he possesses 'an ima- 
gination which has been trained to see the visible as the mirror 
of a supernal world' (The Universe of Robert Herrick, p. 17). It 
is an interesting thesis but Mr. Musgrove pushes it too far. In 
'Julia's Petticoat' Herrick is patently more interested in Julia's 
body than he is in the heavens and some of the correspondences 
between natural features and dress that Mr.. Musgrove points to - 
1 Sydney Musgrove, The Universe of Robert Herrick (Auckland, 1950), 24. 
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for example, the embroidery on the petticoat and the moving 
leaves of trees - seem decidedly thin. I prefer to think that 
Herrick uses cosmology and theology in his poems so as to decorate 
rather than persuade. Properly (or, in another sense, improperly) 
used they have a considerable shock value, as in line four of the 
poem under discussion: 
Pleas'd with transgression ev'ry where 
(my italics) or at the conclusion of 'To Dianeme' (Martin, p. 154): 
By the Assention of thy Lawn, see All. 
Such a deliberate mingling of the sacred and profane is similar 
to the shock tactics used by artists of the baroque when they 
deliberately blur the distinction between sensual and mystical 
ecstasies -a notorious example is Bernini's S. Teresa group in 
the Cornaro Chapel in Rome. 
1) 
Herrick's poetry is full of quick-glimpses of female flesh 
seen for a few precious moments before the veil of clothing again 
descends: 
Her pretty feet 
Like snailes did creep 
A little out, and then, 
As if they started at Bo-peep, 
Did soon draw in agen. 
('Upon her feet', Martin, p. 194) 
Her cloaths held up, she shew'd withall 
Her decent legs, cleane, long and small. 
I follow'd after to descrie 
Part of the nak't sincerity; 
('Upon Lucia dabled in the deaw', Martin, p. 247) 
From me my Silvia ranne away, 
And running therewithall; 
A Primrose Banke did cross her way, 
And gave my Love a fall. 
1 See NOTE to Chapter six. 
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But trust me now I dare not say, 
What I by chance did see; 
But such the Drap'ry did betray 
That fully ravisht me. 
('A song upon Silvia', Martin, p. 288) 
It is true that in some poems Herrick claims to prefer 'full 
nakedness', as for example in 'Clothes do but cheat and cousen 
us' (Martin, p. 154), but poems on this theme are heavily out- 
numbered by those in which clothing is used as a stimulus to 
'fancie'. When in 'Upon Electra' (Martin, p. 154) Electra leaps 
out of bed (presumably naked), " Tis but as day a kindling', 
but when she is dressed (presumably in a 'tempestuous petticote'), 
''Tis then broad Day. ' 
In the famous 'Upon Julia's Clothes' (Martin, p. 261) the 
body is clothed, but the 'liquefaction' of Julia's silks allows 
the mind to play upon the presence of her body beneath. The 
second stanza is a triumph of erotic suggestiveness: 
Next, when I cast mine eyes and see 
That brave Vibration each way free; 
0 how that glittering taketh me! 
The silks 'vibrate' free of her body and the contrast between 
the firm flesh and the clinging and caressing'silks which are 
free to move over and around it is presumably what 'takes' Her- 
rick so much. Alternatively Julia may have removed her silks 
between the stanzas in which case what the poet sees 'next' is 
Julia's naked body which is 'free' of encumbrance and 'glittering' 
in (say) the candle-light of her boudoir. Even so the excitement 
of seeing Julia undressed depends upon the previous excitement of 
having seen her in silks; it is the clothes which makes the dif- 
ference. In short, Herrick (unlike Donne) is basically interested 
in nudity rather than in nakedness. 
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There is something very skilful and deliberate about such 
effects and it is this that puts Herrick in a different class 
as an erotic writer from any of the poets mentioned in Chapter 
two. In fact whenever Herrick takes an erotic theme or topic 
from the Elizabethans we see that he uses it in such a way as 
to intensify its erotic possibilities. For example, compare any 
of the descriptions of semi-clothed nymphs from the epyllia quoted 
above with 'The Lawne' (Martin, p. 158): 
Wo'd I see Lawn, clear as the Heaven, and thin? It sho'd be onely in my Julia's skin: Which so betrayes her bloom, as we discover The blush of cherries, when a Lawn's cast over. 
The effect of the familiar conceit is enhanced'by the charming 
identification of lawn with skin. In this case the skin is the 
'veile' - Julia keeps her clothes on even when she is naked. In 
'The Lilly in a Christal' (Martin, p. 75) Herrick plays with the 
idea that roses, lilies and amber are only seen at their best 
when there is 'some Scean cast over, /To juggle with the sense. ' 
By the last stanza the girl is richly confused with the roses, 
cream, strawberries, amber, purple grapes and cherries that pre- 
cede her, but like them she should 'By Arts wise hand' veil her- 
self 
Into a doubtful Twi-light; then, 
Then will your hidden Pride 
Raise greater fires in men. (11.54-6) 
And the same lingering deliberation of sensuous attention may be 
seen in Herrick's version of the catalogue. Here, from 'The Des- 
Iýcripcion: of a Woman' (Martin, p. 404), is the girl's neck, 
-In which the veynes ymplanted. seeme to lye like loving vines hid under Ivorye 
- Soe full of ciarrett that-whoe soe pricks a vine 
may see it sprout forth streames of muscadine. (11.47-50) Sa 
Throughout the. poem the familiar. tropes are squeezed for every 
extra bit 
:., 
of suggestibility they may yield: 
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Her brest (a place for beawtyes throne most fitt) 
beares up twoe globes where love and pleasure sitt 
Which headed with twoe rich round rubies showe 
like wanton rose buds growing out of snowe 
And in the mi ll<y vally that's betweene 
sits Cupid kissing of his mother Queene 
Fingring the paps that feele like sleeded silke 
And prest a little they will weepe new milke. (11.51-58) 
Herrick passes by 'the portall to the bowre of bliss' through 
which 'a christall stream there flowes' and arrives at her thighs, G 
With plumpe soft flesh of mettle pure & fine 
Resembling sheilds both smooth and christalline (11.79-80) 
until at journey's end he reaches 
that stately root 
Whence beawty springs, and thus I kisse thy foot. (11.111-12) 
Colours, shades and scents excite him, and the 'plump, soft 
& swelling' character of beds - see 'Her Bed' (Martin, p. 139) and 
'A Nuptiall Song', stanza 12 (p. 115). In 'To Perilla' (Martin, 
p. 9) he plays a variation on the theme of flesh and fabric that 
we saw in 'Upon Julia's Clothes': 
That done, then wind me in that very sheet 
Which wrapt thy smooth limbs... (11.10-11) 
which is very suggestive. At other times, however, he overdoes 
things with ludicrous results, as in 'Her Legs' (Martin, p. 139): 
Fain would I kiss my Julia's dainty Leg, 
Which is as white andTaIess as an egge. 
He dwells with relish on the scents that waft from Julia's bosom 
when she unlaces her silken bodice ('Upon Julia's unlacing her 
selfe', Martin, p. 157) and on the warmth and moistness of that 
bosom which causes roses to bloom there ('Upon Roses', p. 25 and 
'To Roses in Julia's Bosome', p. 324). Floris Delattre has drawn 
attention to how he enjoys 'la splendeur des pompes nuptiales' 
and how he excels in describing 'le cote sensuel de la fete des 
noces. 
1 
In Kisses Loathsome '' (Martin, p. 282) he specifies the 
1 Robert Herrick. (Paris, 1912), 181. ' 
- 
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sort of lips that he likes to kiss: 
Those lips please me which are Vlac't 
Close, but not too strictly lac t: 
Yeilding I wo'd have them; yet 
Not a wimbling Tongue admit. 
And in 'What kind of Mistresse he would have' (Martin, p. 232) 
he describes the sort of sexual appetite he expects from his lover: 
Be she such, as neither will 
Famish me, nor over-fill. 
Most of this is of course wish-fulfilment and the element 
of. sheer blarney is especially strong in a poem like 'Upon Julia's 
washing her self in the river' (Martin, p. 294) where after he sees 
Julia half-hidden 'with a Lawne of water', he throws himself in 
And strugling there, I kist thee too; 
And more had done (it is confest) 
Had not thy waves forbad the rest. 
John Press describes this sort of thing perfectly when he says 
that Herrick is 'faintly unpleasant because his sensuality is luke- 
warm and adulterate with a self-conscious roguishness. He is one 
of those who, in Meredith's phrase, "fiddle harmonics on the 
strings of sensualism"' (Herrick, p. 9). Herrick imagines himself 
in the river and struggling with his Julia (a fit companion for 
Cissie and Flossie))but in fact he is more like Cymochles on the 
bank who peeps at the scene with 'wanton eies'. A 'looker on' 
is precisely what he calls himself. in 'A Sonnet' from Additional 
Poems (Martin, p. 442): 
Thus perish in mee all my fire of Lust 
only a Just 
desire keepe heate in mee 
to bee 
A looker on yet still Live free. 
(Significantly. it is 'to catch the Lookers on' that Herrick wishes 
his mistress to be beautiful, in 'What kind of Mistresse he would 
have'. ) The following lines from 'To all young men that love' 
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(Martin, p. 117) may be a pose, but there is nothing in Herrick's 
verse as a whole to belie their accuracy: 
I could wish you all, who love, 
That ye could your thoughts remove 
From your Mistresses, and be, 
Wisely wanton (like to me)... 
I co'd wish, ye all, who frie 
Cold as Ice, or coole as I... 
Ia merry heart will keep, 
While you wring your hands and weep. 
Cold heart and fevered mind - it is an excellent recipe for sen- 
sualism. 
l 
Floris Delattre sums it up well when he says: 'L'amour, 
selon Herrick, est un "honnete devergondage" ['cleanly- 
Wantonnesse ], a la fois candide et libertin, oü la volupte 
ne se hausse pas jusqu'ä la passion, mais ne degenare jamais 
en luxure. C'est un jeu d'imagination, oü la coeur n'a rien 
ä faire' (Robert-Herrick, p. 236). 
'Un jeu d'imagination' and 'un jeu de quilles' - the French 
terms imply an affinity between Herrick and Jonson and what this 
is, I suggest, is the tendency to sell passion short. Jonson 
equates sexual feeling with lust and Herrick demotes it into pro- 
viding the raw material for his charming but sexually antiseptic 
games of titillation and erotic dalliance, attitudes towards ero- 
ticism which at the beginning of this chapter I labelled 'hard- 
boiled' and 'soft-centred'. 
2 What both attitudes have in common 
1 Cf. 'The body is content with homely fare; 
It is the avid, curious mind that craves 
New pungent sauce and strips the larder bare, 
The palate and not hunger that enslaves. ' 
'Womanisers' by John Press, Guy Fawkes Night and Other Poems (1959), 53. 
2 However Herrick too could be hard-boiled on occasion, as in 'Kisses Loathsome' where the joke is that the lover is using 
the wrong sort of 'poking-stick' (normally used for stiffening 
the plaits of a ruff) and directing it at the wrong target by 
sticking his 'wimbling Tongue' between the girl's lips, or in his epigrams 'Upon a crooked Maid' and 'Upon Scobble with their 
obscene play-upon the two meanings of the word 'slit'. Never- theless it is towards a charming and 'cleanly' suggestiveness that he most commonly inclines. 
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is a fear and dislike of sexuality. Jonson sees it as mere 
animal congress and Herrick as something which lies beyond the 
borders of 'cleanly-Wantonnesse' and which can therefore be ig- 
nored. Jonson's attitude leads on to Restoration sexual matter- 
of-factness1 and Herrick's to what J. B. Broadbent has called 
'that tissued softness of sexualness' which gained ground to- 
wards the end of the Caroline period. 
2 
Of the two, it is Herrick 
who comes closer to the tradition of the Art of Love and whose 
sensualism goes some way beyond that of his predecessors in cal- 
culation and deliberated refinement. With him the Renaissance 
flirtation with the Art of Love develops into outright courtship, 
a courtship which the next generation of poets, the generation 
active between c. 1635 and c. 1650, leads on to an uneasy kind of 
consummation. 
1 For a specific instance of the link between Jonson and the 
Restoration, see The Triple Thinkers, 217-18. 
2 Poetic Love. (1964), 243. 
I 
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6 The Cavalier Poets. 
I was that silly thing that once was wrought 
To Practise this thin Love; 
I climb'd from Sex to Soul, from Soul to Thought; 
But thinking there to move, 
Headlong I rowl'd from Thought to Soul, and then 
From Soul I lighted at the Sex agen. 
(Cartwright: 'No Platonique Love') 
The key-note to Caroline eroticism is its greater delibera- 
teness of effect. Poets continue to employ the topics of the 
catalogue, love-dream and drama of delayed fulfilment, but they 
do so in a more calculating spirit and with a more conscious 
sense of their erotic potential. It is as though they had seen 
what Donne could do and were determined to recreate it - but in 
a more 'polite' mode. This mixture of elegance and a refined, 
even if slightly chilly, sensualism is what characterizes erotic 
poetry between the publication of Donne's Songs and Sonets in 
1633 and the appearance of Lovelace's Lucasta sixteen years later. 
l' 
Thomas Carew's 'Upon a Mole in Celias bosome' beautifully 
exemplifies the new mode. 
2 Nothing could seem more gracefully 
inoffensive than this variation on a theme by Tasso, but when we 
compare it with the original what strikes us is a curious trans- 
mutation of the erotic effect. Tasso's lines read: 
Ne i vostri dolci baci 
De l'api a il dolce mele, 
E vi ý il morso de 1'api anco crudele. 
Dunque addolcito e punto 
Da voi parto in un punto. 
1 The poets I shall be concerned with in this chapter were all 
active between 1633 and 1649. They are: Randolph (d. 1635), 
Carew (d. 1640) Suckling (d. 1642), Cartwright (d. 1643), Love- 
lace (d. 1656/73 and Cleveland (d. 1658). 
2 The Poems of Thomas Carew, ed. Rhodes Dunlap (Oxford, 1949), 11: 3.. 
-164- 
(The sweet honey of the bee is in your kisses - but there 
too is the bee's cruel bite. So pain and its remedy come 
from the same place. ) 
The girl's mouth is the bee which conveys both sting and honey, 
and the sequence of ideas (from bees come sting and honey, from 
kisses hurt and healing) is clear, plausible and unforced. The 
lines are amatory but the erotic content is negligible. In Carew's 
poem the bee becomes an independent explorer who after having 
built her amorous spicy nest 
I'th Hyblas of her either breast 
flies off 'to suck the Arromattick dew' from the vale 'Which parts 
those two twin-sister hils'. The bee eventually drowns in that 
'water' and its 'shaddow' remains on the girl's bosom in the form 
of a mole to bring 'sweet, and smart' to whoever lays his lips 
there. Carew's transformation of the Italian original not only 
creates a poem which is much less plausible, since we now have 
to imagine that it is the mole which does the stinging instead 
of the girl's mouth, but it gives the theme a distinct erotic 
twist which corresponds to the gratuitous transference of the 
source of sweet and smart from mouth to breast. For the bee, or 
for lips, to rove in that 'Arromattick' region is obviously more 
stimulating to the imagination than anything suggested by 'i vostri 
dolci baci'. No doubt too it indicates a more wanton degree of 
wish-fulfilment on the poet's part; every Italian amorist may be 
presumed to have enjoyed his mistress's kisses, whereas the bee's 
path is only for 'bold lips' to take (line 18). In short, Carew's 
poem incites the reader to imagine the bee's journey as his own, 
so that by curious sleight-of-pen the insect which in Tasso's 
poem is identified with the girl's mouth now becomes identified 
in metaphor with the lips of her putative lover. 
i 
i 
i 
-165- 
The erotic topic whereby a bee, bird or small domestic 
animal is licensed to enjoy sights or sensations which are 
denied to male suitors has a very long ancestry going back to 
Catullus's famous sparrow and the parrot ('Corinna's constant 
love') in Amores II, vi. (Equivalents in the visual arts are 
the small dog sleeping at the foot of the bed in Titian's Venus 
of Urbino, and the black cat in Monet's Olympia. It is inciden- 
tally of interest that Olympia's neckband and bracelet and the 
shoe balancing on her left foot set off her nakedness in the 
same way that the 'many ornaments' enhance the erotic attraction 
of the 'flocke of Damzels fresh and gay' near the gateway to 
Spenser's Bower of Bliss. Her near-nakedness is an insolent 
token of her power as a woman and of her capacity for taking 
pleasure from the act of sex as well as for giving it. Perhaps 
this helps to explain the hostility the picture aroused when it 
was first exhibited. ) 
John Cleveland's poem 'Fuscara; or the Bee Errant' also ex- 
ploits the convention of the animal with a licence to explore. 
The bee moves from sleeve to palm, to wrist, and finally to 
'th'Indies of her arm'. Some details of this progress are more 
curious than compelling, as for example the description of her 
palm ('That Alm'ner of transpiring balm') which is 
So soft, 'tis ayr but once remov'd, 
Tender as 'twere a Jellie glov'd... 
He bathes in bliss, and finds nc odds 
Betwixt her Nectar and the Gods (11.21-22,27-28) 
although the accent on moistness is not without its point, as I 
shall argue below. However there are other passages where Cleve- 
land succeeds in evoking Fuscara's body with a considerable degree 
of sensuous immediacy: 
1 The Poems of John Cleveland, ed. Brian Morris and Eleanor 
Withington Ox or ,, 58. 
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First on the Violets of her Veins, 
Whose tinckture, could it be more pure, 
His ravenous Kiss had made it bluer (11.12-14) 
and here in this description of the freckles on her wrist: 
Where Lillyes in a lovely brown 
Inoculate Carnation. 
Her Argent skin with or so stream'd 
As if t He milky way were cream'd. (11.33-36) 
The poem ends with a sting from the king bee which may or may 
not have a direct sexual significance, 
1 but it is obvious that 
it is the bee's journey itself which provides the main point of 
the poem; Cleveland, and the reader, enjoy access to territories 
which are normally off-limits to the exploring hand or eye. 
The most blatant piece of wish-fulfilment in this genre is 
Thomas Randolph's. English version of his poem 'In Anguem, qui 
Lyco. rin dormientem amplexus est'. Here the 'bold Columbus' 
(cf. line 57 of the Cleveland poem) is a snake: 
Africk he loaths now, and the barren sands 
at nurst him, wondring at the glorious sight Of thighes and belly, and her brests more white Then their owne milke: Ah might I still (quoth he) Crawl in such fields, 'twixt two suchmountaines be! 
2 
and crawl he does, as well as slide, glide, slip, hurl 'his wan- 
ton body into numerous curles', kiss, suck and smell, until 
Lycoris awakes to find the snake in her lap. ('The snake', 
Mr. Lucie-Smith reminds us, 'is as common a phallic symbol as 
the dagger'. ) 
3 
From there the snake flings 
His limber body into severall folds, 
And twenty winding-figures, where it holds 
Her amorous pulse, in many a various twist, 
And many a love-knot tyes upon her wrist. 
1 For poets there was a curious felicity in the comparison of 
a man's 'sting' to a bee's in that both man and bee 'die' as 
a consequence. As an example see Randolph's play on 'sting' in 'A Pastorall Courtship', quoted below. 
2 The Poems of Thomas Randolph, ed. G. Thorn-Drury (1929), 31. 
3 Eroticism in Western Art, 240. 
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The element of wish-fulfilment in the whole performance is made 
explicit in these two lines: 
But thou, o Serpent, which so blest canst bee 
To reap those joyes for which I envy thee 
and there is a telling reference to the tradition of the Art of 
Love in the lines which follow: 
Teach my Lycoris what your Arts may bee, 
Let her th Ingredients of thy Cordials see. 
The distance between this poem and poems where the lover 
conducts his own voyage of exploration without the help of bee 
or reptile is indeed a small one, but before going on to examine 
Caroline uses of the voyage-of-discovery convention I should like 
to return briefly to the two poems by Carew and Cleveland men- 
tioned above. To twentieth-century readers a palm 'transpiring 
balm' or a hand which is like 'a Jellie glov'd' somehow lack 
charm as images of female pulchritude, nor can one summon up 
much enthusiasm for Carew's 'Arromattick dew' or the 'cowling 
file of Balmy sweat' in which the bee expires. (W. J. Courthope 
thought that the idea of the mole in Celia's bosom as a meta- 
morphosed bee was 'worked out in nauseous minuteness' and Rhodes 
Dunlap suggests that he may have-had the 'rowling file of Balmy 
sweat' particularly in mind. ) 
1 There was of course a specific 
connection between moistness and fertility for Renaissance rea- 
ders, as Charmian reminds us: 'Nay, if an oily palm be not a 
fruitful prognostication, I cannot scratch mine ear. Prithee, 
tell her but a worky-day fortune' (Antony and Cleopatra, I, ii). 
But it doesn't seem that Cleveland and Carew were as much inter- 
ested in symbolizing fertility as they were in the directly sen- 
suous effect of water or sweat on a girl's skin. That a glossy 
1 See Dunlap, 269-70. 
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sheen of liquid on flesh is highly seductive may be confirmed by 
a cursory look at the contents of any Soho news-stand. 
Rhodes Dunlap points out how Carew's lines are probably 
taken from Donne's 'The Comparison' (lines 1-6), but although 
Donne's picture of the sweat drops which 'on her necke her skin 
such lustre sets' has a strong sensory appeal, I cannot agree with 
Mr. Dunlap that the effect is 'softened' in Carew's version. 
Carew sees the movement of the sweat as part of the effect, and 
he returns to the idea more than once, as for example in these 
lines from 'A Prayer to the Wind' (Dunlap, p. 11): 
Range about those Ivorie hills, 
From whose every part distills 
Amber deaw; there spices grow, 
There pure streames of Nectar flow 
although here the 'streames' have a rather conventional air to 
them. Perhaps the most beautiful example of all (and one with 
an undeniable erotic force although in this case the skin only 
appears moist) is the following passage from Marvell's 'To his 
Coy Mistress' - 
Now therefore, while the youthful hew 
Sits on thy skin like morning dew, 
And while thy willing Soul transpires 
At every pore with instant Firesl 
where the connection between a glistening skin and youthful 
vitality is -triumphantly affirmed. 
Effects like these betray a tendency to dwell on sensation 
for its own sake which I take to be the distinguishing character- 
istic of Caroline eroticism. Poets consistently render particu- 
larities of touch, , sight and smell 
in such a way as to exploit 
1 The Poems and Letters of Andrew Marvell, ed. H. M. Margoliouth, 
3rd edn., rev. Pierre Legouis Oxford, 1971), 1,27. The rea- 
ding 'Now, therefore, while the youthful glue' adopted by some 
editors for example, E. S. Donno in The Complete English Poems 
(1974) - has, if anything, an even more moistly seductive e ect. 
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to the full their erotic suggestiveness. There is something 
knowing and sophisticated about the way they go about it, a 
sophistication that correlates well with the qualities A. J. Smith 
comments on when he says that the Caroline poets 'show a marked 
mental vivacity, an incessant play of wit which itself bespeaks 
intelligence and enacts a sceptical wariness of the prescribed 
professions of love. Rapture may still break in but its expres- 
sion is tempered by a guarded awareness of the relativity of our 
commitments, and of human experience altogether. '1 That 'guarded 
awareness' finds in sensualism - that is, in a deliberate empha- 
sis on the sensory and instinctive elements of experience - the 
sort of relative commitment to love that it can cope with. 
The sensualism may, for example, be seen in the pleasure 
poets get from deliberate contrasts of light and shade or white 
and black, as in Cleveland's 'A Fair Nimph scorning a Black Boy 
Courting her' (Morris, p. 22): 
Bov. Our curl'd embraces shall delight 
To checquer limbs with black and white. (11.17-18) 
H. V. S. Ogden has written interestingly about the seventeenth- 
century love of contrasts and he quotes from Richard Asheley's 
Of the Interchangeable Course or Variety of Things in the Whole 
World (translated in 1594 from the French of Louis Le Roy) that 
'contraries when they are put neere one to the other, they 
appeare the more cleerely: Even as want maketh riches to be 
the more esteemed; and the obscuritie of darkenesse commendeth 
1 'The Failure of Love: Love Lyrics after Donne', Bradbury 
and Palmer, ed., Metaphysical Poetry, 43. 
,, _ 
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the cleernesse of light. i1 (So Ben Jonson says: ''In Picture, 
light is requir'd no lesse then shadow'. ) 
2 Mr. Ogden dates the 
point when landscape painters turned from the principles of 
variety to those of contrast at about 1600 (p. 172) - that is, 
at a moment when literary practitioners of the Art of Love could 
put the idea of contrast to good use - and goes on to describe 
the metaphysical conceit as 'the very essence of contrast' (p. 173). 
Cleveland's conceits in 'A Fair Nimph' show the application of 
this principle at a fairly elementary level. Lovelace-plays with 
it in 'A Black Patch' and 'Her Muffe', and Lord Herbert uses it 
as the basis for his compliments in 'The Brown Beauty': 
Thus, while the White well-shadow'd doth appear, 
And black doth through his lustre grow so clear 
That each in other equal part doth bear.... 
It is the trick Sir John Suckling tells us, in 'Sonnet II', that 
he can very well do without: 
Of thee (kind boy) I ask no red and white 
to make up my. delight, 
no odd becomming graces, 
Black eyes, or little know-not-whats, in faces; 
for, as he insists in the last stanza, 
'The Principles of Variety and Contrast in Seventeenth-Century 
Aesthetics and Milton's Poetry', Journal of the History of 
Ideas, 10 (1949), 168. Mr. Ogden has harsh things o say ä out the use of the word 'baroque' to describe this tendency: 
'If the term becomes widely used by literary critics and his- 
torians as a result of the current interest in the concept I 
venture to predict we shall find ourselves saddled with another "bonus entity" or hypostatized concept of exactly the same sort 
as romanticism' (pp. 1-73-4). His prediction has of course been fulfilled, although formulations such as the following 
seem to catch admirably the spirit of 'baroque' when used as 
a stylistic description: 'The contrasting elements of the 
work of art must be integrated within the framework, and if 
they are, the tension between them adds to the ecstasy of the 
. experience conveyed' 
(p. 182). 
2 Herford and Simpson, VIII9 610. 
3, -. The Poems-English and Latin of Edward Lord--Herbert of Cherbur , e. Moore mit (Oxford, 
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'Tis not the meat, but 'tis the appetite 
makes eating a delight. l 
The force of Suckling's denial is surely that deliberate sensual- 
ities of colour are normal and accepted aids to 'appetite' which 
he, as a virtuoso of seduction, is fully determined to forgo. 
He has wound himself to such a pitch that, like a good watch 
(the image of the last few lines), he can strike whatever the 
hour. No fancy sauces are needed to flavour his meat. 
the 
When we turn to the amatory catalogue, we find that/Elizabethan 
habit of (so to speak) 'objectifying' a girl's body in terms of 
minerals, fruit or flowers, has moved on a stage. If the tute- 
lary spirits of the Elizabethan catalogue were Petrarch and 
Ariosto, the decisive new influences are now Italian Mannerist 
writers such as Giovan Battista Marino. Here is Marino's des- 
cription of a woman washing her legs: 
Sovra basi d'argento in conca d'oro io vidi due colonne alabastrine 
dentro linfe odorate e cristalline 
franger di perle un candido tesoro. 2 
s (Within a golden shell on a silver base I saw two 
alabaster columns breaking the clear, sweet-smelling 
waters into a white treasure of pearls. ) 
This is all cold, mineral and delightful. Carew's 'Silver pillar', 
'pollisht Ivory' and 'Alablaster rocks' from 'The Complement (Dun- 
lap, p. 99) catch someof the same spirit and both sets of images 
might be said to be characteristic of an age which valued the 
appearance and texture of precious materials for their own sakes. 
(A particularly telling example is in Borromini's Spada chapel 
in S. Girolamo della Capita at Rome, where a brilliantly coloured 
swag of cloth supported by angels turns upon closer inspection 
1 The Works of Sir John Suckling, ed. Thomas Clayton (Oxford, 
1971 , I,. 48. 
2 'Durante il bagno', Poesie Varie ed. Benedetto Croce (Bari, 1913), 77. 
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into a slab of veined marble. The chapel dates from about the 
time of the first publication of Carew's Poems. ) Women are seen 
as the most precious of all precious materials, to be drawn into 
the circle of admiration and to be explored by touch, sight, and 
even taste, as in Carew's 'The Complement': 
I doe not love thee for those mountaines 
Hill'd with snow, whence milkey fountaines, 
(Suger'd sweete, as sirropt berries) 
Must one day run through pipes of cherries. (11.31-4) 
There is something very much more seductive in those 'sirropt 
berries' than anything to be found in the predominantly decorative 
tropes of the Elizabethan catalogue. 
Randolph's 'To his well Timbred Mistresse' (Thorn-Drury, 
p. 138) carries this objectification of women to extraordinary 
lengths. He 'builds' the girl entirely out of timber until all 
that is lacking is a 'Glasier' to put in the eyes. The final 
couplet reads: 
Then gentle Muse her out-works cease to raise, 
To worke wit in, and wainscot her with praise. 
Randolph's 'breasts like Pots to nest young sparrowes in' has 
obviously gone some way further towards the rendering of a girl's 
body in terms of malleable objects than (say) Spenser's 'her 
brest like lillyes, ere theyr leaves be shed' from Amoretti LXIV. 
It is not so much that Caroline poets use new and original 
imagery to describe a girl's body as that they dwell on conven- 
tional imagery in such a way as to draw out the greatest degree 
of sensory stimulus it can yield to the imagination. Compare 
Richard Lynche's '. Ivory front (though soft as purest silke)' 
from Diella, with Carew's 'Sleeke as satten, soft as jelly'; 
or Thomas_Watson's 'her brest transparent is, like Chrystall 
rocke' from the EKATOM(TAOIA, with Carew's 'those panting balls 
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of snow' from 'Song' (Dunlap, p. 37); or*Spenser's 'twoo golden 
apples of unvalued price' from Amoretti LXXVII, with Carew's 
'the warme, firme Apple, tipt with corall berry ' from 'A Rap- 
ture' (Dunlap, p. 51). In each case the later image makes a more 
direct appeal to the senses. The sleekness of the 'satten' (aided 
by the alliteration) invites stroking, 'the warme, firme Apple, 
tipt' enacts the apple's firmness and invites the fingers to 
cup it in their grasp, and the 'panting balls' with their inti- 
mation of barely repressed passion make their own obvious appeal. 
Certainly there is nothing in Elizabethan catalogues or 'voyages 
of discovery' which has the suggestive force of the passage from 
Carew's 'A Rapture' where the poet's hands and mouth stray over 
Celia's recumbent body. Carew transforms the inert convention 
of the girl's flesh as ivory or. alabaster into an image of dis- 
turbing erotic force: 
There, my enfranchiz'd hand, on every side 
Shall o're thy polish'd Ivory slide. (11.29-30) 
The easy movement of the verse corresponds to the movement of the 
hand; marble and flesh, alike in their smoothness and their cool- 
ness, are fused; and the worn comparison comes alive. Similarly 
in lines sixty-three to sixty-five the familiar trope of nipples 
as rose-buds is transformed into an act of predatory erotic energy, 
both by the suggestion of heavy blue-veined breasts ('The Violet 
knots, like curious Mazes spread/0're all the Garden') and by the 
violence of the verb employed ('I'le seize the Rose-buds... '). 
Carew here demonstrates what Lovelace, in his poem 'Aramantha. 
A Pastorall'*, calls 'the Rhet'rick of the Palm'. 
1 
Later in 'A 
Rapture' there is a passage which might be called a 'rhetoric of 
1 The Poems of Richard Lovelace, ed. C. H. Wilkinson, (Oxford, 
. 1930 , 116. 
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the lips'. The 'wandring kisse' in line sixty-seven passes over 
the vales, bowers and 'swelling Appenine' of Celia's recumbent 
body, wearing as it goes 'a tract for lovers on the printed snow'. 
The difference between this journey and the one undertaken by 
Donne in 'Loves Progresse' might be expressed as follows: Carew 
is primarily concerned with the sensuous immediacy of Celia's 
body as a thing demonstrably and palpably there, whereas Donne 
(as I have already tried to show) uses his conceit as the basis 
for argument and persuasion. - 'The streight Hellespont betweene/ 
The Sestos and Abydos of her breasts' is a clever and witty 
analogy, but it is Carew's 
And where the beauteous Region doth divide 
Into two milkie wayes, my lips shall slide 
Downe those. smooth Allies, wearing as I goe 
A tract for lovers on the printed snow (11.69-72) 
which carries the erotic charge. 
It seems that for the Caroline amorist the body was more 
actual, more available to the mind's eye behind its flimsy barrier 
of clothes, than it had been for the Elizabethans. The epyllion 
poet glances covertly at the female body half-hidden by its loose 
gown or veil, but then looks away; the Caroline gaze is steadier, 
more appraising, even caressing. Nothing illustrates the new 
frankness better than the dialogue between Suckling and Carew, 
'Upon my Lady Carliles walking in Hampton-Court garden' (Clayton, 
p. 30). 'J. S. ' tells 'Thom. ' that as he walked, behind her lady- 
ship he was 11 
consulting how I could 
In spite. of masks and hoods descry 
The parts deni'd unto the eye; 
I was undoing all she wore, 
And had she walkt but one turn more Eve in her. first state had not been 
More naked, or more plainly seen. (11.25-31) 
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That is, Suckling not only imagines Lady Carlisle without 
clothes but also mentally undresses her. It isn't, I think, 
until the Caroline period that we actually see the mechanism of 
sensuality at work and itself the subject, or part-subject, of 
a poem. 
So far my argument has been based on the sensuality to be 
found in single lines or short passages, but there is a more 
subtle sensuality of poems taken as a whole. A not infrequent 
device is where the erotic situation is presented in the form of 
a show, appropriately stage-managed for maximum effect throughout 
the length of the poem. In the lines Carew wrote for the marriage 
of Carew Ralegh to Philippa Ashley, - 'To my Cousin (C. R. ) marrying 
my Lady (A. )' (Dunlap, p. 47), we can see this preoccupation with 
stage-management in parvo. The poet is concerned that the 'Hymen- 
eall Rite' should be performed in an appropriate gloom, for 
Strong perfumes, and glaring light, 
Oft destroy both smell, and sight. 
It isn't enough to enjoy the sexual act in and for itself, but 
the sensualities of nose and eye must also be gratified. 
The most persuasive form of this stage-management is what I 
have called the drama of delayed fulfilment. The actual moment 
of sexual union is postponed for as long as possible so as to in- 
tensify the thrill of expectation. This is, of course, similar to 
the 'stealing by degreese' already discussed in connection with 
Nashe's The Choise of Valentines. However in the Caroline exam- 
pies we shall consider there is a greater degree of self-conscious 
artifice, with a consequent heightening of erotic intensity. What 
before was an incidental feature of certain poems now becomes their 
whole point. In John Cleveland's 'To the State of Love, or, The 
Senses Festival' (Morris, p. 47) we are told first that the events 
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to be described took place in 'a Vision yesternight'. In other 
words, the poem adopts the convention of the love-dream where 
wished-for pleasures are effortlessly gratified and the sanctions 
of the day-time, waking world no longer apply. The voluptuary 
element in this particular dream is given us at the very start: 
I saw a Vision yesternight, 
Enough to sate a Seekers sight: 
"I wisht my self aSH-er there, 
And her quick Pants my trembling sphear. (11.1-4) 
As well as in its reference to the Puritan sect, the girl can be 
a 'Shaker' in either of two ways. She trembles and pants at the 
actual or potential pleasure the poet offers her (which is a piece 
of wish-fulfilment on the man's part entirely in accord with the 
sort of erotic complicity expected from the reader) and she 'shakes' 
together with the poet in the act of love. Either way Cleveland 
plays upon the equivalence between sacred and profane ecstasy in 
a way characteristic of the Baroque - see, for example, the notor- 
ious ambiguity of Bernini's 'Ecstacy of St. Teresa' in the Cornaro 
Chapel of S. Maria della Vittoria in Rome. 
1 
What Cleveland 'sees' 
in his Vision is a girl in the throes of just such mystical- 
erotic excitement. The voyeuristic note is continued in 'You 
may break Lent with looking on her', which is only true if one 
succeeds in mentally undressing her as Suckling undressed Lady 
Carlisle in Hampton Court garden. 
At the beginning of the second stanza we get the play of 
contrasts so dear to the Caroline amorist: 
And yet, because 'tis more renown 
To make a shadow shine, she's brown. (11.14-15) 
The visual implications of this are developed throughout the stanza 
until the poet decides at the beginning of the next stanza that he 
1 See the NOTE at the end of this chapter. 
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has sated this particular sense ('My sight took pay') and so he 
takes the girl in his arms. To stimulate his imagination he 
asks what pleasures he is likely to derive from the 'Center' 
seeing how much he finds to admire 'At the extream Circumference' 
(lines 37-9). The fourth stanza is devoted to their kiss. There 
is a telling point at the conclusion of this stanza when he says: 
Our Mouthes encountering at the sport, 
My slippery soul had quit the fort, 
But that she stopt the Salley-port. (11.50-2) 
Although the. primary sense of this is that her mouth would have 
sucked forth his soul if her tongue hadn't got in the way, yet 
the effect of it in the erotic drama of delayed fulfilment is to 
prolong the love-play. The whispered endearments of stanza five 
achieve the same effect, giving rise in the process to one of 
Cleveland's prettiest conceits whereby the 'Rubies' of her 'very 
syllables' become in the act of whispering jewels which 'are 
in Ear-rings worn'. (George Saintsbury comments that here 'the 
game is played to its rigour, though-the reader may not at first 
1 
see it. ') Embraces and 'pickearing' (i. e. skirmishing in front 
of an enemy) lead finally to 'storming', and the poem concludes 
with the finely ambiguous - 
Then have at all, the pass is got, 
For coming off, oh name it not: 
Who would not die upon the spot? (11.76-8) 
In 'A Pastorall Courtship' (Thorn-Drury, p. 109) Randolph 
stages his drama of seduction in the discreet silence of some 
woods ('These are, my Dear, no tell-tale groves! ') The scenario 
(by which again I mean the management of a temporal sequence of 
events so as to heighten erotic expectancy) consists of ,a series 
1 Minor Poets of the Caroline Period (Oxford, 1921), 111,20, n. 
ý. 
) 
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of advances on the man's part which meet with 
followed by submission on the woman's. It is 
tern but in this case worked out with unusual 
step forward is marked by a display of sexual 
the immediate cause of the girl's resistance. 
man points to the flowers and says - 
coy resistance 
the familiar pat- 
subtlety. Each 
innuendo which is 
For example, the 
These for thee 
Were meant a bed, and thou for me, 
And I may with as just esteem 
Presse thee,. as thou maist lye on them 
whereupon the girl shrinks back for fear that an insect will bite 
her. The man answers that 
No danger in these shades doth lye, 
Nothing that wears a sting, but I: 
And in it doth no venome dwell, 
Although perchance it make thee swell. 
This leads on to'the catalogue which takes the usual route from 
hair to feet, but which pauses mid-way for a particularly blatant 
piece of sexual double-entendre: 
But stay (my Love) a fault I spy, 
Why are these two fair fountains dry... 
Were it not then discreetly done 
To ope one spring to let two runne? 
The man next proposes a kiss - which is refused, then accepted; 
then 'another duty' - which the girl indignantly rejects, only to 
consent to eventually with a 'smooth red smile'. The Envoi is 
the girl's repentance which concludes with her determination to 
sin again as soon as she gets the opportunity. Randolph's skill 
throughout lies in postponing the denouement for as long as he 
can; the longer it takes, the more intense the pleasures of'anti- 
cipation. 
The sexual innuendo we have seen in the last two poems 
develops into downright obscenity in Lord Herbert's 'A Vision'. ' 
This poem lies half-way between a love-dream and a catalogue. and 
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purports to be the-description of a lady combing her hair 
(the marginal annotations are as given in the first edition): 
Within an open curled Sea of Cold, The hair 
A Bark of Ivory, one day, I saw, The Comb 
Whic striking with his Oars did seem to draw The teeth of, 
Tow'rds a fair Coast, wch I tT en did behold. the Comb. 
Her side 
A Lady held the Stern, while her white hand 
Whiter than either Ivory or Sail, 
The Cuff or 
Over the surging Waves did so prevail, 
smock sleeve, 
That she had now approached near the Land... Her shoulder 
Then with a Second course I saw her steer Combing in 
As if she meant to reach some other Bay, another place 
Where being approach'd, she likewise turn'd away, 
Though in the Bark some Waves now entred were... Hairs in 
the Comb. 
Wherewith Earths fairest Creature I beheld, Her face. 
For which both Bark and Sea I gladly lost. Her hair put 
Let no Philosopher o Knowledge boast, up, and Comb 
Unless that he my Vision can unfold. l cast away 
But to 'unfold' this particular Vision leads the philosopher to a 
very peculiar piece of 'knowledge', which is the spectacle of a 
lady vigorously masturbating with a dildo. The erotic to os of 
the voyage-of-discovery here degenerates to the level of an ob- 
scene jeu d'esprit. 
For Cleveland, Suckling and Lord Herbert, the love-dream 
was indeed a 'game' (to use George Saintsbury's conveniently appro- 
priate term) and it was a game that they played with more wanton 
subtlety than Donne ever cared to do. The girl's existence may 
have occasionally slipped Donne's mind but he never uses her as 
merely the occasion for a poem. But for the Caroline amorist 
the real-life girl who is the object of this 'play' often seems 
to vanish altogether. A poem like Thomas Jordan's 'To Leda his 
coy Bride, on the Bridall Night' seems to be without any personal 
feeling for the girl involved; she is merely the excuses for an 
ingenious attempt to delay fulfilment for as long as possible: 
1 The Poems of'Lord Herbert, 24. 
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Come then undresse; why blush you, prethee smile; 
Faith ile disrobe ye, nay I will not spoyle 
Your Necklace, or your Gorget; Heres a Pin 
Pricks you faire Leda) twere a cruell sin 
Not to remove it; Oh how many gates 
Are to Elizium? 1 
Whatever the number, one may be sure that the poet passes through 
every one. First he removes 'a Lace', then a 'Carnation gowne', 
then a 'Rosie Peticote' and finally 'this cloud/That keepes the 
day light from us... It shall goe off (too) noe? ' The girl's coy- 
ness supplies the final motive for delay: 
Such face, brest's, waste, soft belly, such a -- why 
Doe you thrust backe my hand so scornefully? 
Finally she gives in and silence falls on the scene for 
lovers grow mutes 
When Amrous Ladies grant such pretty sutes. 
William Cartwright is even more cynical about the rules of 
the game, which in 'A Song of Dalliance' have to be explained 
meticulously to the girl: 
Shew they bosome, and then hide it; 
License touching and then chide it: Give a grant, and then forbear it; 
Offer something, and forswear it.... 
Do as Turtles, kiss and groan; Say, We n'er shall meet again.... Easie riches is no treasure: 
She that's willing, spoils the pleasure.. 2 (11.17-20, 
, 23-4,27-8) 
The conclusion that they should take the initiative in turn - 
Let me use my force to night, 
The next conquest shall be thine (11.31-2) 
comes strangely from a man who (in the words of a contemporary) 
1 Poeticall Varieties; or, Varietie of Fancies (1637),, 8. 
2 The Plays and Poems of William Cartwright, ed. G. Blakemore 
Evans (Madison, 1951), 467. 
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was 'the most florid and seraphical preacher in the University'. 
1 
In 'A Dream Broke' (Evans, p. 484) Cartwright plays a varia- 
tion on this theme. Fulfilment is delayed by his always waking 
up at the crucial moment - 
If when her Breasts I go to press, 
Insteed of them I grasp her Dress, 
May not I say the Apples then 
Are set down, and snatch'd up agen? (11.13-16) 
so he decides to day-dream his fulfilment instead ('Awak'd now 
e'r I'1 think the rest'). In spite of these ingenuities there 
is little evidence of any fierce erotic energy on Cartwright's 
part, or as Blakemore Evans puts it: 'For while these lyrics 
give every outward evidence of a conventional, abandoned type of 
sensualism, they were written, I am convinced, by an essentially 
temperate man. They are the expressions of the poet's reading 
rather than of his living, a means of escape-from reality' 
(ibid., p. 43). What Cartwright testifies to, in fact, is a 
climate of erotic feeling, and the existence of poetic conven- 
tions to give that feeling expression which could tempt even a 
'florid and seraphical preacher' to indulge his erotic day-dreams., 
The most pervasive use of these conventions is to be found 
in the poetry of Sir John Suckling. In 'His Dream' (Clayton, 
p. 15) he tells us that 
a golden slumber 
Had lockt my senses fast, and carried me 
Into a world of blest felicitie, 
I know not how. (11.2-s) 
The setting for his love-dream is inevitably a garden, wherein he, 
hopes to find his mistress. As we stroll through the garden and 
admire the fruit, the silver stream, and grove as green as May 
'when April had been moist', we-realize that the garden we have 
1, Quoted by A. H. Bullen in his Speculum Amantis (1902), xi. 
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been admiring is the mistress; the voyage of discovery has in 
fact taken us over and around her recumbent body. Suckling plays 
the game with considerable subtlety - he continues to pretend 
that his mistress's bed is hidden away in some corner of the real 
garden - 
But here my gentle Dream conveyed me 
Into the place which I most long'd to see, 
My Mistress bed; 
whilst letting slip in the next line the implicit meaning of the 
image: 
who, some few blushes past, 
And smiling frowns, contented was at last [my italics] 
To let me touch her neck. (11.25-9) 
'At last' of course means 'after the blushes and frowns', but it 
clearly also means, 'now that I've surveyed her body so minutely, 
part by part. ' (In case there is any lingering doubt about Suck- 
ling's intention, compare the river banks adorned with 'Lillies 
more white than snow' in lines thirteen to fourteen with these 
lines from Thomas Jordan's 'A vow to his inestimable Mistresse': 
and falling low 
Into your bosome where the bank ls of Poe Shew nurseryes of Lillies.... ). 
'Thomas Clayton notes (p. 226) that 'His Dream' derives both from 
Amores I, v and Donne's 'The Dreame' (Elegy 10), but its teasing 
conclusion 
I not content 
With that, slipt to her breast, thence lower went And then ----- I awak'd (11.29-31) 
is quite unlike Ovid's happy acceptance of sexual fulfilment 
('cetera quis nescit? ') or Donne's characteristically brisk debate 
between Reason and Fantasy. 
Sexual pleasure deferred and thereby intensified is one of 
Suckling's principal erotic themes and he often argues the case 
1 Poeticall Varieties, 16. 
-183- 
for it, as for example in 'Upon A. M. ' (Clayton, p. 27): 
Yeeld not, my Love; but be as coy, 
As if thou knew'st not how to toy:... 
Rather want faith to-save thee, then believe 
Too soon: For credit me 'tis true, 
Men most enjoy, when least they doe. (11.1-2,14-16) 
Four lines from the first of the two 'Against Fruition' poems 
(Clayton, p. 37) convey the matter in a nutshell: 
And as in Prospects we are there pleas'd most 
Where somthing keeps the eye from being lost, 
And leaves us room to guesse, so here restraint 
Holds up delight, that with excesse would faint. 
(11.25-8) 
The girl must play her part too, and in the second 'To his Rival' 
(Clayton, p. 42) she is instructed on how to ration her favours 
so as to perpetually feed expectation: 
She then by still denying what 
We fondly crave, shall such a rate 
Set on each trifle, that a kisse 
Shall come to be the utmost blisse. (11.13-16) 
The advice here is very close to that given by Ovid in Amores 
II, xix: 
pinguis amor nimiumque patens in taedia nobis 
vertitur et stomacho dulcis ut esca nocet. ''(11.26-27) 
(Love on a plate soon palls - like eating too much cake. ) 
'Restraint holds up delight' is a thoroughly Ovidian saying and 
in these poems of delayed fulfilment Suckling shows himself to be 
a true practitioner of the Art of Love. 
I now wish to examine in greater detail a poem which sums 
up most of the devices and strategies already mentiondd in this 
and preceding chapters. Carew's 'A Rapture' (Dunlap, p. 49) 
announces from the start that it intends to describe a male day- 
dream. 
I will enjoy thee now my Celia, come 
And flye with me to LovesElizium, 
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'Loves Elizium' is of course the garden of moral irresponsibility, 
Suckling's 'world of blest felicitie' or the 'senses festival' of 
Cleveland's poem, and the peremptory 'I will-enjoy thee now' an 
expression of the state of mind that prevails on these occasions. 
The girl who in real life would probably call 'the Gyant Honour' 
to her defence lies here anaesthetized and submissive for the man 
to 'enjoy' as and when-he will ('. I will enjoy thee now... ', Carew 
declares). The precedent in lines three to twenty for putting 
Honour to rout is Tasso's chorus '0 bella etä de l'oro' from the 
end of Act I of Aminta, from which also comes Carew's appeal to 
'Nature' in line twenty-six: the diminished responsibility (or 
'Innocence') of the love-dream takes its sanction from the Italian 
poet's picture of the first stage of man's development when kind 
Nature's ordinance was that 'whatever pleased was lawful' ('S'ei 
piace, ei lice'). 
1 
But whereas in Tasso the scene that follows 
this pronouncement (Aminta, lines 682 ff. ) portrays naked shep- 
herds talking, kissing and bathing with their nymphs, Carew 
chooses to be 'pleased' with a Celia who lies acquiescent and 
passive, a delicious amalgam of surfaces and textures over and 
around which a hand 'enfranchiz'd' by dream licence can move and 
play at will. 
2 
In the course of the poem Celia is described as 
snow and gold (line 28), ivory (line 30), 'rich Mine' (line 33), 
various fruit and flowers (11.63-8), mountains (11.70 ff. ) and 'a 
sea of milke' (line 81): a veritable cornucopia of beautiful 
1 Aminta, ed. Giorgio Barberi Squarotti (Padua, 1968), 72-5. 
Henry Reynolds's Torquato Tasso's Aminta En lisht appeared in 1628. 
2 Although'I have already discussed Cartwright's 'Song of Dalliance' and Randolph's 'A Pastorall Courtship' it should be pointed out that both poems were influenced by 'A. Rapture, 
which Dunlap dates to before 1624 (see pp. 236-7). If so then 'A Rapture , is an obvious exception to the time-scheme (c. 1630- 
c. 1650) proposed for this chapter. 
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objects. The poet 'enjoys' her with the delight of a voluptuary 
surrounded by his collection of objects of virtu - the girl's 
role is to provide a banquet of all the senses. Fitfully, how- 
ever, Carew is reminded of the topic of sexual reciprocity, and 
so makes reference to 'our sexual play' (line 40) and to the fire 
that shoots 'into our veines' (line 53) (my italics) as well as 
allowing Celia to guide his 'Bark into Loves channell' (11.88-9). 
But a predominantly voluptuary interest requires a passive object 
for the hand and eye to-play upon, and so for most of the poem 
Celia is the flower whose 'sweets' are rifled by the 'empty Bee' 
in order that Carew may swell his 'bagge with honey' (11.55-61). 
The description of the garden in lines thirty-five to fifty- 
four is rich in sensuous detail and the Baroque love of contrasts 
i' seen in the 'trembling leaves' which dapple the bodies of the 
lovers with a 'dancing shade' (11.49-51). The 'chirping Wood- 
quire' and the 'still Musick' of the wind are reminiscent of the 
'Angelicall soft trembling voyces' of the birds and '. gentle warb- 
ling wind' which surround the Bower of Bliss (The Faerie Queene 
Il, xii, 71), but there is a more voluptuary note to Carew's para- 
dise. Spenser shows us Acrasia bent over her paramour and be- 
dewing his lips with kisses, which is an essentially static picture) 
but in Carew's garden everything is in motion. Lovers and scenery 
are enmeshed in one another and subject to a continuous play of 
light and. shadow, movement and repose, with a truly Baroque rest- 
lessness - it seems impossible to separate 'panting lims' from 
the 'close bows' of trees. The voluptuary element also comes out 
in the lines-which describe the lovers spurring on their flagging 
desire with images taken from past sessions of love-making: 
.ä 
.ý 
i 
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That so our slumbers, may in dreames have leisure, 
To tell the nimble fancie our past pleasure; 
And so our soules that cannot be embrac'd, 
Shall the embraces of our bodyes taste. (11.41-44) 
The lovers' 'nimble fancie' enacts within the poem what in fact 
the poem itself enacts within the reader's mind, so to speak a. 
love-dream within a love-dream. 
The passage which follows (11.55 ff. ) has already been dis- 
cussed in another context. The poet who began by beholding 
(line 29) and stroking (line 30), now rifles (line 59), seizes 
(line 63) and tastes (line 65). What might seem to be a hap- 
hazard sequence of images is in fact a careful progression, pas- 
sing through successive stages of erotic fore-play which increase 
in energy and violence, until it reaches the explicit images of 
love-making in lines eighty-five following. Before we reach these 
images, however, there is a curious passage which occurs imme- 
diately after the poet has retired 'into thy grove of Eglantine' 
(line 74): 
Where I will all those ravisht sweets distill 
Through Loves Alimbique, and with Chimmique skill 
From the mixt masse, one soveraigne Balme derive, 
, 
Then bring that great Elixar to thy hive. . (11.75-8) 
It seems that Caroline readers were quite prepared to accept refer- 
ences to semen ('Balme'), or to a girl's 'Virgin-springs' in 'Good 
counsell to a young Maid' (Dunlap, p. 25), or to the loss of blood 
after penetration, provided that they were clothed in decent 
sonorities of circumlocution. Carew's. description of the taking 
of a girl's virginity in 'On the Green Sickness' (Dunlap, p. 193 - 
included among 'Poems of Uncertain Authorship'), 
Lett me Surround with Circling Armes 
My beautious Island, and with amorous Charmes 
Mixt with thie flood of Frozen snowe 
In Crimson streames Ile force the redd Sea flowe (11.13-16) 
exemplifies in an extreme form the clash between a powerfully. 
emotive, or highly intimate, subject matter and a-cold obliquity 
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of presentation which so often sets its seal upon the poetry 
of this period. If this cold obliquity strikes a chill, it is 
because of the hot-blooded, instinctive nature of the experi- 
ence it has to deal with. Even ecstasy is assimilated to the 
artificial, becomes a 'novel, attractive, intricate object, a 
dainty device', as C. S. Lewis puts it in a phrase quoted above. 
And so what impresses the reader about the episode of actual 
love-making (11.79 ff. ) is its novelty1 and intricacy ('attrac- 
tive' I think it is not) rather than any erotic persuasiveness 
or truth to feeling. The poet's 'pine' (which in itself epito- 
mizes the witty but calculated nature of Caroline sexual innuendo) 
rides at anchor in the girl's 'Cyprian straight' and dances on 
her 'bounding waves'. This last phrase certainly suggests a 
. measure of co-operation on the girl's part, but the general 
effect is of her lying passive and inert, 'display'd' (line 81) 
like a 'Sea of milke' for the poet's 'tempest' to thunder over. 
Carew knows very well that it was to the tradition of the 
Art of Love that he must turn if he wished to justify such licence, 
and the lines which follow abound in references to that tradition - 
to Ovid ('the bribed chamber-maid' (line 104) could well be the 
Cypassis of Amores II, viii), to Tasso's vision of the Golden Age 
('All things are lawfull there, that may delight/Nature or un- 
restrained Appetite'), and to 'Loves great master, Aretine' 
(line 116) whose connection with the tradition of the Art of 
Love has been noted above. Similarly 'Roman Lucrece' (line 115), 
Aretino's Lucretia'who Robert Burton says 'sold her Maiden-head 
a thousand times before she was twenty-four years old'(see 
Dunlap, p. 238), could equally well be a hetaera or freed slave- 
1. Expressed ina novel, form but not quite original - see Donne's 'Loves Progress' (Elegy 18), 11.42-70. 
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girl from the Ovidian stable, a Tasso shepherdess (who 'clasped 
her lover with tenacious force')', or a female figure from one 
of Giulio Romano's Postures to accompany which Aretino wrote his 
famous sonnets. She is the active and ideally compliant sexual 
partner who knows 
how to move 
Her plyant body in the act of love. 
To quench the burning Ravisher, she hurles 
Her limbs into a thousand winding curles, 
And studies artfull postures... (11.117-121), 
(Her 'artfulness' is in harmony with Nature, as I hope to explain 
below. ) *By contrast, the ladies in the passage which follows 
(1.125 ff. ) all suffered as they did because they lacked artifice, 
were untrue to Nature, and so mis-spent their time on earth 
(1.145). With a fine pointedness Carew includes Laura among 
their number, and there could hardly be a more delightful revenge 
for three centuries of 'smooth-pac'd' Petrarchian lamentation 
than this picture of Laura lying in 'Petrarchs learned armes' 
and kissing away his tears. And the poem, being a persuasion 
to enjoy, finally ends with the inevitable appeal to Celia to 
make Nature her guide rather than Honour and discard the fetters 
of 'Chastitie', thereby following in the footsteps of Aretino's 
'Roman Lucrece' rather than of Petrarch's Laura. 
But in fact the poem doesn't-quite end at this point. What 
follows (11.155-66) is very curious, as is the fact that no com- 
mentator to my knowledge has remarked on the fact that; it is so 
curious. The shock comes with the last three lines: 
Then tell me why This Goblin Honour which the world adores 
Should make men Atheists, and not women Whores. (11.164-6) 
l ed ai susurri i baci 
strettamente tenaci... 
(Am=, I, 11.687-. 8) 
t-ýu 
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Carew's argument to this point has been that Honour flies in 
the face of human justice and divine law by making men into mur- 
derers when they fight and kill their rivals. But if Honour by 
inciting men to offend against 'sacred right' creates atheists, 
then in what sense does it, by preventing promiscuity create 
whores? Carew seems almost indignant that Honour has one effect 
but not the other. Again, the final line might mean: 'Women 
are naturally promiscuous anyway, and so by being honourable as 
a matter of principle to one man only (this assuming that Celia 
is married), their morality in practice resembles ä whore's 
morality, which wouldn't be the case if they hadn't been bound 
by Honour in the first place. ' But this is a strangely miso- 
gynistic conclusion to a poem which places such value upon the 
company of women in 'Loves Elizium'. Finally the meaning might 
be: 'Honour is such a powerful giant that if I obey it I brand 
myself an atheist (by committing murders), but if I disregard it 
I turn you into a whore. ' And yet 'a dramatic reversal which con- 
eludes 166 lines of 'persuasion' with one phrase of condemnation 
('You're a whore if you allow yourself to be persuaded; ') seems 
more pathological than convincing. In short, I confess I don't 
know what value to give to this final line and that this per- 
plexity has been shared by at least one other reader is suggested 
by Ebsworth's emendation, as given in Dunlap's Commentary: 
This goblin 'Honour', whom the world enshrined, Should make men Atheists, and not women kind? l 
The confusion (if confusion it is) at the end of 'A Rapture' 
1 Dunlap, 239. J. W. Ebsworth's edition of the poems. is dated 1893. Dunlap says that he 'rewrites a number of lines (such 
as the final couplet of 'A Rapture') which he finds-morally 
or artistically unsatisfactory' (p. lxxviii) 
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testifies, I believe, to a fundamental uncertainty on the writer's 
part which for the reader translates itself into this question: 
What moral standards do these poets in fact accept? And another 
question follows on hard: Do they really mean what they say? 
These questions aren't without their point in the context of a 
study of eroticism because even a famous erotic poem like 'A Rap- 
ture' can leave one feeling unsure as to just how 'erotic' it 
really is. Is there genuine feeling-behind it or is it merely 
what D. H. Lawrence called 'sex in the head'? In fact there can 
be few students of Caroline secular poetry (divine poetry is a 
different matter) who haven't felt at some time or another that 
these poems are all art and no heart; that every single motif 
and every conceit derives from a precedent in some other poem, 
or some other period; and that for the Caroline courtier, the 
game of poetry was a shuffling of worn counters into new patterns. 
Harry Levin observes that John Cleveland carries the 'game' almost 
to its limit: 'A poem to him was manifestly an exercise of in- 
genuity, and he wrote poetry - or rather wit - for its own sake.... 
He was always careful to keep the proper distance from his sub- 
ject, to preserve a cool, analytic attitude toward it, and under 
no circumstances to be led astray by sympathy or suggestibility. ''' 
But what is true of Cleveland is surely also tru6, though to a 
lesser extent, of Carew and the other courtly amorists. The 
words I find I have consistently used in this connection are 
'cool' and 'deliberate', and it is comforting to find Mr. Levin 
of the same opinion: 'If these poets possessed any predominantly 
modern trait, it was that quality so vividly described by the 
expression "hard-boiled"' (ibid., p. 47). And Joseph H. Summers 
1 -'John Cleveland and the Conceit', Criterion, 14 (1934-5)' 46-7 
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comes to a similar conclusion when he describes 'the new gentle- 
man' as 'almost as superior to suffering as to any sexual attach- 
ments which restrained his freedom... [and] beyond commitment and 
surprise and even ridicule, unless he gently and confidently 
directed the latter at himself. '1 
It would be foolhardy to go on from this to say that the 
Cavalier poets were inevitably 'hard-boiled' and 'beyond commit- 
ment' in their private lives: even the coolest of them all, Sir 
John Suckling, seems to have been capable of warm and affectionate 
feelings, as his letters to 'Aglaura' demonstrate. Nevertheless 
that their poems exude a chill can't be denied. The explanation 
of this seeming paradox lies, I think, in Mr. Levin's phrase, 
'keep the proper distance from his subject'. Caroline love 
poetry aimed at subduing and controlling the undoubtedly strong 
sexual feeling at large in court society and at making it res- 
pectable by assimilating it to literary tradition. The love-dream 
was one way of doing this, and the conventionalisation of the 
theme of predatory appetite was another. ' But it would be wrong 
to ignore the genuine pressure of sexual feeling which lies just 
under the surface and which therefore needs 'subduing and con- 
trolling'. Harry Levin concedes the presence of an affective 
element when he writes, soon after the passage just quoted: 'But 
it would be a serious mistake, in guarding against the present 
fashion of reading emotions into this poetry [his article was 
written in the mid-1930s], to assume that it had no original 
emotional content. Its presence, however, can only be detected 
negatively, by variations in degree. Thus a comparison between 
'Twickenham Garden' or 'A Nocturnall upon S. Lucy's Day' and an 
1 The Heirs of Donne and Jonson (1970), 42. 
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early lyric of Dryden's, like 'When Alexis lay prest', would 
sufficiently denote the ebbing of emotion during the course of 
the century' (op. cit., p. 48). Personally, I find the sexual 
feeling strongest and most disturbing in poems where the Caroline 
poet perhaps felt-least aware of the need for 'distancing' the 
erotic emotions expressed, as for example in Carew's 'Upon the 
sicknesse of (E. S. )' (Dunlap, p. 31) where images of ravishing, 
licking, tasting and embracing re-enact the progress of the 
girl's disease in terms of a rape (the illness is a 'foule de- 
formed ravisher') and where the 'golden dart' to be conveyed into 
Death's hand at the end has a decidedly equivocal significance. 
The impulse which creates this sort of effect, and the moral 
scruples which resist it, are embodied in the figures of Pleasure 
and Mercury from Carew's masque Coelum Britannicum. Pleasure 
claims to be 
the Gole 
The journeyes end, to which the sweating world, And wearied Nature travels. For this, the best 
And wisest sect of all Philosophers, 
Made me the seat of supreme happinesse. And though some, more austere, upon my ruines, Did to the prejudice of Nature, raise Some petty low-built vertues, twas because 
They wanted wings to reach my soaring pitch. (11,. 772-80) 
The Epicurean claim to live in harmöny with Nature is justified 
a few lines further on by the need to propagate the species: 
My necessary offices preserve 
Each single man, and propogate the kind. (11.790-91) 
As pleasure and sensuality are related, so Pleasure's speech is 
followed appropriately by the 'Antimaske of, the five Senses'. 
Mercury's reply is so fine that it is difficult to avoid the 
temptation of quoting it in full. Significantly he associates 
Pleasure with 'cunning artifice' (line 810), thereby reminding 
,. 
_, 
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us of the tradition of the Art of Love and, more specifically, 
of Roman Lucrece's 'artfull postures' from 'A Rapture'. The 
'Gyant Honour'-from that poem becomes, by an exquisite trans- 
formation, the enormous 'Gyants " shadow thrown by Pleasure as 
her joys begin to decline towards their West at sunset (11.815-8). 
It is traditional morality, the morality that Ovidian eroticism 
could never quite displace, that speaks these fierce and eloquent 
lines: 
Thou thy seife art Paine, 
Greedy, intense Desire, and the keene edge 
Of thy fierce Appetite, oft strangles thee, 
And cuts thy slender thread; but still the terror 
And apprehension of thy hasty end, 
Mingles with Gall thy most refined sweets; 
Yet thy Cyrcaean charmes transforme the world. (11.818-24) 
Coelum Britannicum was written for a performance at Court 
before the King and Queen and it can be presumed to have had a par- 
ticular timeliness coming when it did. In the year of its pub- 
lication (1634) and a year after its production James Howell wrote 
his oft-quoted letter to, a friend in Paris: 'The Court affords 
little news at present, but that there is a Love called platonic 
love, which much sways there of late. It is a love abstracted 
from all corporal gross impressions and sensual appetite, but con- 
sists in contemplations and ideas of the mind, not in any carnal 
fruition. 'I Carew himself refers to this cult in his To the 
Queene' where he contrasts Cupid's kingdom where 'What ever 
pleaseth lawfull is' (thereby echoing his own 'A Rapture' and, of 
course, Tasso), with the Queen's Empire where 'chast desires' pre- 
vail and where each man must be satisfied with a single woman' 
(Dunlap, P. 90). J. B. Fletcher has given an interesting account 
of the emergence of this 'Court of Love' around the person of 
13 June 1634, Familiar Letters, or Epistolae Ho-Elianae, 
ed. Oliver Smeaton 199U U, 11,31. 
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Queen Henrietta Maria and quotes from Davenant's masque The 
Temple of Love (performed before the Queen in 1635) where one 
of the magicians says: 
Who shall bring this mischief [i. e. the 'new religion in 
love'] to our art? 
Fletcher'-s comment on this is: "'Our art" is the art of love 
in the Ovidian sense. '1 My excuse for not dealing fully with 
'this mischief' is that, Davenant's magician notwithstanding, 
the influence of the Platonic"'Love cult, either on behaviour or 
on amatory poetry, seems to have been superficial. Earl Miner 
has examined the literature of Renaissance Platonism very tho- 
roughly and his conclusion is that . 
'only the most strenuous in- 
terpretation can lead to the belief that Henrietta Maria instructed 
the lords and ladies of her court in matters philosophical. The 
simplest explanation is usually the best, and surely it is that 
the good queen imported preciosite, that it was called "Platonick 
love", that she chose to sponsor such a "love of the mind" at 
court, and that the poets begged leave to write their "Anti- 
Platoniques". '2 J. B. Fletcher came to much the same conclusion 
seventy years previously: 'In London, as in Paris, the new art 
of loving was in effect an art of talking about love' (op. cit., 
p. 143). In short, in so far as there is a serious moral counter- 
weight to Pleasure's arguments based on an appeal to 'Nature', it 
1 'Precieuses at the Court of Charles I', Journal of Comparative 
Literature, 1 (1903), 129-30. Fletcher 0rpin en erson gives 
a full account of French sources in 'Traditions of Precieux 
and Libertin in Suckling's Poetry', ELH, 4 (1937), Z/4-98. 
2 The Cavalier Mode from Jonson to Cotton (Princeton, 1971), 220. 
Anti-P atoniques include Cartwrig ts 'No Platonique Lov? ', 
-Cowley's 'Platonick Love' and an 'Answer to the Platonicks , Cleveland's 'Platonick Love' and 'The Anti-Platonick' (2 poems) 
Suckling's 'To Mrs. Cicely Crofts' and Sedley's. 'The Platonick 
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lies surely in the traditional prohibitions of Christian morality 
rather than in the new-fangled and passing fashion of 'Pla1tonick 
love'. 
What in fact lies behind Pleasure's arguments is a tradition 
of thought which, as Louis I. Bredvold has shown, extends back to 
classical antiquity. 
1 Parallel to the tradition of the Law of 
Nature, or jus naturale, which developed from Stoic origins to 
a prime sanction for ethical behaviour in the Middle Ages, was 
another tradition which looked to 'Nature' for the legitimisation 
of instinctive desires. This tradition of philosophical scepti- 
cism, which denied any inherent or 'natural' goodness in man, 
gained persuasive force by adopting a mythology of the Golden 
Age which derived from, but distorted, classical ideas of the 
Golden Age such as we find them expressed in Virgil or Ovid. 
2 
Instead of a paradise corresponding to man's innate goodness 
before a descent or fall, naturalistic thinkers saw the Golden 
Age as the setting for a physical and instinctive life free from 
civilized restraints and prohibitions. It was this alternative 
Golden Age that Jean de Meung used to such effect in his continu- 
ation of the Romance of the Rose as part of-his attack on the 
prevailing convention of courtly-love; as Louis Bredvold puts it, 
1 'The Naturalism of Donne in Relation to some Renaissance 
Traditions', JEGP, 22 (1923), 471-502. There is a useful 
summary of these ideas in Manfred Weidhorn's Richard Lovelace 
(New York, 1970), 113 ff. 
2 The fullest treatment of the Golden Age is in Harry Levin, 
The Myth of the Golden Age in the Renaissance (1970) and a 
shorter treatment in Mr. Levin s The Golden Age and the 
Renaissance', C. Camden, ed., Literary Views (Chicago, 1964). 
A conveniently available survey is in arinelli's 
Pastoral (1971) in the Critical Idiom series, 15-36. Most 
o the relevant texts are given in translation, in Frank 
Kermode, ed., 'En lish Pastoral Poetry (1952) which includes 
Henry Reynolds 7-5 lbZ8 translation o the chorus from Aminta. 
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'The Golden Age, which to the Stoics had been an ideal of order 
and reason, became with Jean de Meung the dream of ease and un- 
limited freedom and indulgence' (op. cit., p. 489). At the Re- 
naissance the combination of naturalistic ethics and Golden Age 
mythology proved irresistible to the critics of the mediaeval 
system. It was used in the political field by Machiavelli and 
by Hobbes to enable them to discredit the authority of Natural 
Law and so 'remove all restraints from the action of rulers ex- 
cept those of expediency. 
" It infiltrated Renaissance poetry 
and in particular the pastoral genre (we have already noted one 
of its most distinguished expressions in Tasso's chorus "0 bella 
eta de l'oro" from Aminta. ) And it entered English literature 
through the mediating influence of Montaigne who was responsible 
for utterances such as the following: 'I have (as elsewhere I 
noted) taken for my regard this ancient precept, very rawly and 
simply: That "We cannot erre in following Nature": and that the 
soveraigne document is, for a man to conforme himselfe to her' 
(Essays, II, 322). Louis Bredvold is convinced that the philo- 
sophy of the young Donne derives largely from this source, although 
in default of definite proof he has to conclude: 'Donne's dis- 
cipleship to Montaigne must remain a probability only' (p. 496). 
His enumeration of the tenets of Donne's belief is worth quoting 
in full as a summary of libertine attitudes such as the Caroline 
poets must have inherited them: 'First, love is a purely phy- 
sical relation, an appetite; second, its justification is Natural 
Law - not the universal Law of Nature, Jus naturale, which was 
then usually understood to be the basis of the moral code, but 
1 J. N. Figgis,. From Gerson to Grotius, 2nd edn. (Cambridge, 1916), 9. 
i 
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the "natural" condition of liberty, of change, the "natural" 
freedom from the restraints of society; third, the restraints 
of society have no justification; the social code, which pre- 
tends to absolute validity and rightness, is merely the result 
of-custom, and its sacredness is merely "opinion"' 
(p. 476). It 
is this philosophy that finds expression in poems such as 
'Loves 
Usury', 'The Indifferent', 'Change' (Elegy 3) and 'Varietie' 
(Elegy 17), and which reappears a generation later in Pleasure's 
speech from Coelüm Britannicum. (For example, 'custom' and 
'opinion' figure there as the 'petty low-built vertues' of line 
778. ) It was no doubt a sense of the dangerous seductiveness of 
Pleasure's argument that prompted Mercury's fiery reply. Is it 
fanciful to imagine that Mercury here acts as Carew's alter-ego, 
the inescapable voice of Christian conscience reasserting itself 
in-reply to the self-indulgent wish-fulfilment of 'A Rapture'? 
We have, then, in Carew a clear-cut case of the moral dicho- 
tomy I discussed in my Introduction. In 'A Rapture')'Nature' is 
a pre-lapsarian state of innocence or 'Loves Elizium' where poets 
may indulge their senses without guilt, and in Coelum Britannicum 
it is the underlying principle of order which rules the universe 
Mercury 
(significantly in lines 647-50/tells Poverty that her 'rigid hand' 
by 'Tearing those humane passions from the mind... Degradeth Nature'. ) 
The poem and the masque therefore embody, as does Shakespeare's 
The Tempest, 'the two opposing versions of the natural; on the one 
hand, that which man corrupts) and on the other that which is 
defective, and must be mended by cultivation - the less than human, 
which calls forth man's authoritative power to correct and rule. 
1 The Tempest, ed. Frank Kermode, The Arden Shakespeare, 6th edn. 
1961(), xxxvi. 
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Similarly the word 'Art' is pressed into service on either side 
of the debate. It is the principle which reforms Nature, for as 
P. V. Marinelli points out, 'postlapsarian nature... is in constant 
need of correctives - education, law, habit - inculcated rather 
than springing from within. That is what we mean by Art, a moral 
skill that is learned' (Pastoral, p. 21). But it is also the arti- 
fice which embellishes and manages 'natural' pleasures, the 'thou- 
sand winding curles/And... artfull postures', spun-out seductions 
and dramas of delayed fulfilment, of the Art of Love. 
The answer then to the first of the two questions prompted 
by the curiously equivocal ending of 'A Rapture' - 'What moral 
standards do these poets in fact accept? ', implies an answer to 
the second - 'Do they really mean what they say? ' The moral stan- 
dards of the Caroline poets seem to have been alternately pagan 
and Christian, involving the almost simultaneous acceptance, which 
may in practice have been a defiant or even cynical juxtaposition, 
of a Nature which was both innocent (a Garden of, Eden) and licen- 
tious (a Loves Elizium), and an Art which was on the one hand 
antithetical to pastoral simplicity and on the other a delightful 
adjunct to 'natural' pleasures. It is as if a poet like Carew 
were a 'Platonick' at Court in the morning, a libertine among male 
company in the afternoon, and a Christian at his devotions in the 
evening. In such circumstances no poet can really be said to 
'mean what he says'. 
It is this playing - and often 'playing' in the most literal 
sense. - with irreconcilable opposites that gives Caroline amatory 
poetry that sense of strain that so often seems to lie just below 
the surface. It also helps to account for the growing emotional 
and moral triviality of the period as a whole. Discussing a poem 
by Jasper Mayne, H. M. Richmond says:, 'Mayne wants to demand both 
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the sensual satisfaction of a conventionally frustrated lover 
and the spiritual communion of ecstatic sympathies, without making 
any serious effort to disentangle the paradox that this involves 
in traditional thought. '1 In other words, he wants to play the 
libertine and the Christian moralist in a single poem. The 
Collected Poems of any Caroline love poet is full of these vio- 
lent juxtapositions. Randolph can urge Platonic Love in *'An 
Elegie' (Thorn-Drury, p. 66) - 
Beasts love like men, if men in lust delight, 
And call that Love which is but appetite. When essence meets with essence, and soules joyne In mutuall knots, thats the true Nuptiall twine 
only to defend the opposite in 'An Epithalamium to Mr F. H. ' 
(ibid., -'p. 71) five pages later - 
Virginity (whereof chast fooles doe boast; 
A thing not known what 'tis, till it be lost) 
Let others praise; for me I cannot tell What vertue 'tis to lead Baboons in hell 
and then reject women entirely in 'Woemen... That torture to my 
bed'. 
2 
In three successive poems (Wilkinson, pp. 96-7) Lovelace 
runs the whole gamut of amatory attitudes, from high-minded 
Platonic lover ('A La Bourbon'), through a poem of genuine erotic 
feeling ('La Bella Bona Roba'), to the role of lover-by-appetite 
('The faire Begger'). ' And on the same page as Carew's most 
famous lyric, 'Aske me no more where Jove bestowes' may be found 
'The Second Rapture' (Dunlap, p. 103) where the poet asks for 'a 
wench about thirteene' 
Whose kisses fastned to the mouth 
Of threescore yeare§ and longer slouth, 
Renew the age (11.15-17) 
and 
Whose every part doth re-invite The old decayed appetite. (11.23-4) 
1 The School of Love (Princeton, 1964), 69. 
2 'An Ode-to Mr. Anthony Stafford to hasten him into the Country, Thorn-Drury, 79, stanza 4_ 
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With a poem like this we seem to have moved well away from any 
equal and reciprocal pleasure 
tradition. ' 
deriving from the Art of Love 
The brutal picture of an aging libertine recreating his 
'decayed appetite' with the kisses of a thirteen-year-old girl 
isn't without its significance in the context of a clash'of values 
which could never be resolved, but only evaded, either by 'highly 
guarded manoeuvring' or by a retreat into aestheticism. A way 
out of the dilemma is to brazen a way through by exaggerating 
the libertine tendency and then flaunting it as a badge, perhaps 
on the principle that if one is to be damned it is better to be 
damned a devil than a back-sliding angel. Certainly a strain of 
self-assertive amoral masculinity becomes very prominent in the 
third and fourth decades of the seventeenth century, a machismo 
which regards men as predatory animals and women as their natural 
prey. Such an attitude derives in part from the anti-feminist 
strain that runs through the middle ages, 
2 
but there is a differ- 
ence: mediaeval poets condemned women for inciting sexual feel- 
ings in men, whereas the Caroline amorist casts himself in the 
role of an accomplice to those feelings. In other words, the tone 
isn't so much moral disapproval as a brutally, objective acceptance 
of women as a nourishment for male 'appetite'. It is the hard- 
boiledness I noted in Jonson and Donne but now considerably more 
insistent and pervasive. William Cartwright'epitomizes it in his 
epigram on 'Woman' (Evans, p. 471), 
1 Dunlap notes: 'Ebsworth, who is particularly shocked by the "about thirteene", proposes to read, "a wench above thirteene", though it is hard to see how that would really muc help 
matters' (p. 266)'0'1" 
2 See F. L. Utley's The Crooked Rib (Columbus, 1944). 
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Give me a Girle (if one I needs must meet) 
Or in her Nuptiall, or her Winding Sheet; 
I know but two good Houres that Women have, 
One in the Bed, another in the Grave. 
Thus of the whole Sex all I would desire, 
Is to enjoy their Ashes, or their Fire. 
although this in fact derives from the Greek Anthology. Suckling 
strikes the same note in 'Loves Feast' (Clayton, p. 51): 
I shall be carving of the best, 
Rudely call for the last course 'fore the rest; 
(11.14-15) 
in 'Woman's Constancy' (ibid., p. 61): 
One lights, one tasts, gets in, gets out; 
all, all waies use them (11.23-4) 
and in 'Song' (ibid., p. 64): 
If of her seife shee will not Love, 
Nothing can make her, 
The Devill take her. (11.13-15) 
Indeed Suckling is a key figure in the establishment of this mode 
for which achievement, as well as for his general air of urbane , 
and witty sprezzatura, he had due recognition at the Restoration. 
The new note of predatory appetite comes out strongly in 
Lovelace's version of Loves Elizium, 'Love made in the first 
Age: To Chloris' (Wilkinson, p. 146). If Celia in 'A Rapture' 
is a largely passive recipient of Carew's favours, yet she is 
still a woman who can from time to time 'embrace and clip [the 
poet's] willing bodie'. But the maids of Lovelace's Golden Age 
are mere fruit to be plucked, or flowers to be picked: 
Lasses like Autumne Plums did drop, 
And Lads, indifferently did crop 
A Flower, and a Maiden-head. (stanza 3) 
The identification of women's bodies with delightful malleable 
substances is made even clearer in the next stanza: 
Paps tractable as Udders were; 
Then equally the wholsome Jellies, 
Were squeez d from Olive-Trees, and Bellies. (stanza 4) 
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The same note of cheerful brutality is continued into the last 
stanza where the poet tells Chloris that after all he prefers 
to lie in bed alone 'injoying of my self' rather than share the 
love-dream with her. It is now the girl who is in the position 
of having to persuade to enjoy. 
Another characteristic image is of the woman as a 'field' 
or 'ground' waiting for the man to 'plough' or 'mine' her. Shake- 
speare uses this traditional image in a passage from Antony and 
Cleopatra which I have already quoted. Its use there has a 
brutality appropriate to the speaker and to the occasion, but 
in 'The Scrutinie' (Wilkinson, p. 26) it appears to come straight 
from Lovelace'-s own feeling about women: 
But I must search the black and faire 
Like skilfull Minerallist's that sound 
For Treasure in un-plow'd-up ground. 
Norman N. Holland discusses these lines from a psychoanalyst's 
point of view and while he admits that no serious reader of 
seventeenth-century poetry could assume that Lovelace's use of 
the 'mining' image was unconscious, he goes onto argue that 
'what may be unconscious are the implications of Lovelace's 
phrasing. In effect, Lovelace is comparing the finding of joy 
in a woman to the finding of treasure in earth - dirt. '1 It is 
perhaps unfortunate that Mr. Holland doesn't stick to this in- 
sight instead of pushing it to the brink of absurdity by saying 
that 'Lovelace wrote enough Latin poetry to know that "scrutiny" 
comes from Latin'scruta meaning trash or garbage, and this scru- 
tiny ... ultimately is a picking over of trash' 
(ibid. p. 49). 
Nevertheless his arguments about Lovelace's 'Don Juan traits' 
1 'Literary Value:. A Psychoanalytic Approach', Literature and 
Psychology 14 (1964), 45. Robert Rogers questions Mr. o and's;. 
approach on pp. 116-21 of the same volume. 
-203- 
are persuasive, as is also his conclusion: 'The poem presents 
us with the basic conflict in the Don Juan: the failure to bring 
'together the affectionate and sensual currents in love' (p. 49). 
Unable to write a poetry which can justify the intense ero- 
ticism of his immediate society before the bar of traditional 
morality, the libertine poet flaunts the badge of his. promiscuity 
just like Don Juan flaunting his famous catalogue. The physical 
function is 
. 
severed from its moorings in the affections and takes 
on a life of its own, a matter of 'mining' and feeding appetite 
and 'unloading freight', whilst the genitalia are 'objectified' 
in the form of. a candle or a 'muffe'. 
l As A. J. Smith points out, 
Caroline poetry 'finds a thousand wittily oblique ways of linger- 
ing over a mistress's pudenda, or on acts of penetration' (Meta- 
physical Poetry, p. 52). A type of sly sexual humour develops 
which anticipates the characteristic tone of the Restoration 
coffee-house, the sexual innuendo of men talking to men. There 
is an example in the following lines from Lovelace's 'Sonnet' 
.. 
(Wilkinson, p. 23): '... so then inrich me with that Treasure/Will 
but increase your store'. Manfred Weidhorn says of these lines: 
"'Increase of store" refers to life experience as well as to 
sexual bliss. It can. also mean pregnancy - though the woman is 
not meant to think of this-last possibility: the lover winks 
past her shoulder at the reader' (Richard Lovelace, p. 107). And 
there is a passage from one of Suckling's letters which lets off 
a similar whiff of men-among-men brutality: 'After all this, to 
marry a Widow, a kind-of chew'd-meat: What a fantastical stomack 
hast thou, that canst not eat of a dish til another man hath cut 
of it? ' (Clayton, p. 156). Lines like the. following from Suckling's 
1 Clayton, 19, 'and Wilkinson, 128. 
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'The deformed Mistresse' (Clayton, p. 33) belong, as Clayton 
points out on page 240, to 'the well-established and popular 
genre of the "praise of ugliness"', but the coarseness is Suck- 
ling's own contribution: 
As for her Belly, 'tis no matter, so 
There be a Belly, and a Cunt below; 
Yet if you will, let it be somthing high, - 
And always let there be a timpanie. 
(11.27-30) 
It is in details such as these that we can see what A. J. Smith 
has called the 'shift in attitudes to love from 1600 to 1700, 
the decisive shift that defines us too' (Metaphysical Poetry, p. 52). 
I should like to conclude this chapter by looking at the 
three poems of Lovelace's which I have already described as 
running the whole gamut of Caroline amatory attitudes. The 
second of the poems, 'A La Bourbon' (Wilkinson, p. 97), has no 
claim to our attention in the present context. It is the sort 
of blandly sub-Petrarchan performance that one reads and imme- 
diately forgets, an exercise in a tradition extending back through 
Carew's 'Mediocritie in love rejected' and Jonson's 'The Dreame' 
to Petrarch and Tasso (a genealogy that Dunlap gives on page 220). 
The stock antitheses (Love/Cruelty, lee/Flame, Live/Dye), and 
heavily rhetorical pattern ('patty me no more, /Or also more pitty 
me; /Give me more Love... '), exhibit the poet in his role as the 
artificer of trifles for the entertainment of Court ladies. This 
is love poetry of the study: of eroticism it shows no trace. 
" The poem which follows it in the Oxford edition, 'The faire 
Bagger', lies at the opposite'end of the gamut. If 'A La Bourbon' 
stands for the gallantries of courtly love, 'The faire Begger' 
represents-the satisfaction of predatory appetite. The girl's 
body is a'commodity to be bargained for and the libertine's 
i 
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pleasure lies largely in the act of bargaining and in hitting 
on the right price. (Similarly, Randolph in 'Ausonii Epigram 38' 
(Thorn-Drury, p. 92) rejects 'twice girt Diana' and 'Venus naked' 
only to conclude: 
But a crafty wench I'de have 
That can sell the act I crave [my italics]. ) 
In Lovelace's poem the poet promises to satisfy the fair beggar's 
'hungry need' if she will feed his 'Fancy' (the erotic associations 
of this word have already been noted). Being hungry himself he 
.. wants to 
'tast' her white skin (there is a persistent play in the 
poem on the ambiguous meaning of words like 'tast', 'hungry', 
'feed', etc. ) and he offers to clothe her by covering her with 
his own body. If she refuses this offer she will starve, for 
the hand of every 'soft-soul'd man... will hence be shut to thee. ' 
He'll feed her only if she agrees to 'quench' his 'heat' and in 
that way satisfy both their 'wants': 
You'l give for Love, I Charity. 
It is a thoroughly cynical bargain, money for 'Love', with the 
ugly proviso that in fact the girl has no option - if she doesn't 
accept it, she'll starve. 
l 
A poem written'today on such a theme would inspire immediate 
revulsion, but there is no reason to suppose that Caroline readers 
necessarily felt the same way, much less that Lovelace in fact 
struck such bargains on the streets of London. For one thing 
such a poem, like 'A La Bourbon', is only a new variation on an 
old theme. M. J. O'Regan has traced the idea of a girl-'s riches 
residing in her beauty rather than her purse back to Quevedo and 
1 Manfred Weidhorn discusses the poem in some detail (Richard 
Lovelace, 107. ff. ). '. I can't, however, accept his viethat 
Lovelace is really, concerned to satisfy the girl's sexual 
wants as well-as. his own (p. 109). Sexual satisfaction for' 
Lovelace was'invariably one-way. 
i 
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he lists nine roughly similar poems by six poets of four nation- 
alities, up to and including Philip Ayres's 'On a Fair Beggar' 
which closes the series. 
1 
However Lovelace's poem strikes a note 
which is unlike the other and earlier versions and which Mr. 
O'Regan associates with 'a vastly different development in poe- 
try. ' Where the earliest poems in the tradition eulogize the 
girl, Lovelace treats her as a subject for bargaining. 'It is 
more sensual in theme, more concrete in its appeal to the senses' 
than its predecessors and in O'Regan's view betrays a degeneration 
of the baroque idiom 'perhaps rather in the direction of obscenity 
than of over-refinement' as was the case in France (p. 197). In 
other words, if 'A La Bourbon' represents the Caroline poet in 
his retrospective mood, looking back to the Elizabethan sonnet- 
eers and beyond them to Petrarch, 'The faire Begger' shows him 
in the role of lover-by-appetite thereby prefiguring the no- 
nonsense sexual cynicism of the Restoration. 
The third poem, 'La Bella Bona Roba' (Wilkinson, p. 96), 
also has a strong conventional element: 'Marmoset' in. the first 
stanza, and the title itself, would have been recognized as refer- 
ring to ,a courtesan and the poem as a whole, therefore, to the 
familiar theme of_lust. Nevertheless there is a strange, diffi- 
cult and subterranean. quality to the poem which can't easily be 
explained. For one thing, the poet seems here to be speaking 
for himself rather than inhabiting'a mask -'one'hasýto come 
to terms with Lovelace in person rather than with Courtly Lover, 
or Lover-by-Appetite. The-erotic charge-is concentrated in the 
play on skin, flesh and bone in the first two stanzas:.. 
1---"The Fair Beggar, 
_-.. 
Decline "of 
_ra`. 
Baroque 
. 
ThemIe MLR, 55 (1960)1.186-199. 
ýý 
-207- 
I Cannot tell who loves the Skeleton 
Of a poor Marmoset, nought but boan, boan. 
Give me a nakednesse with her cloath's on. 
Such whose white-sattin upper coat of skin, 
Cut upon Velvet rich Incarnadin 
Ha's yet a Body (and of Flesh) within. 
The marmoset is of course 'naked' because she is thin; a plump 
girl ('Buonarobba, as we say good stuffe, that is a good whole- 
some plum-cheeked wench')' is 'clothed' in fat and is therefore 
less evocative of a skeleton or memento mori than the thin girl. 
(The repetition 'boan, boan' wonderfully conveys the threat im- 
plicit in the marmoset's skinniness. ) But the bona roba's 
clothing of fat has a strangely equivocal effect. The 'white- 
sattin upper coat of skin' is cut upon the 'Velvet rich Incar- 
nadin' (with its Shakespearean echo from Macbeth II, ii, 62-4) 
in much the same way as Herrick's Julia has a skin which 'be- 
trayes her blood' ('The Lawne', Martin, p. 158). Lovelace re- 
vives the worn image and brings it disturbingly to life, dis- 
turbingly because it is impossible not to see the 'Velvet rich 
Incarnadin' as representing the flayed flesh'rich' with blood 
which would be exposed once-the., 'upper coat of skin' were peeled 
away. The mind plays with images of 'clothing' and 'nakedness' 
and experiences the same uneasiness as when Ralegh, pursuing his 
image of life as a play, says that - 
Our mothers wombes the tyring houses be, 
Where we are drest for this short Comedy2 
thereby allowing us-a glimpse of what that' 'co'stume really is that 
we put on in the womb and take off again (for ever) at the end 
:.. ,., _ :..:. of the "Play'. 
1 John Florio, Queen Anna's New World of Words (1611). j 
2 `: -The"Poems of Sir Walter-Ralegh "ed. ' " Agnes M. C. Latham (1951), 51. 
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The third stanza reads: 
Sure it is meant good Husbandry in men, 
Who do incorporate with Aery leane, 
T'repair their sides, and get their Ribb agen. 
Marius Bewley claims that this stanza 'presents the desired ful- 
fillment in terms of marriage which it contrasts with the wasteful 
illicit love of stanzas I and IV. The man who establishes him- 
self in marriage, consorting with a single love (aery lean) rather 
than with a flock of loves, repairs the damage inflicted on him 
in Eden when Eve was fashioned from his rib. His own flesh re- 
joins him, and he is a complete man again. '1 But to take 'aery 
leane' to mean the same as 'a single love' seems rather arbitrary, 
especially as the phrase so obviously refers to the skinny girl 
of the first stanza. The meaning surely is that the one virtue 
in taking up with a 'poor marmoset' is so as to be able to borrow 
one of her ribs, which are much in evidence and liable to make 
themselves felt, and so repair Eve's damage; the satirical em- 
phasis is on 'it is meant good Husbandry', which implies 'but of 
course it isn't good Husbandry at all. ' In fact it is like get- 
ting fobbed off with the fees a keeper traditionally expects to 
receive for his services - 
Hard hap unto that Huntsman that Decrees 
Fat joys for all his swet, when as he sees, 
After his 'Say, nought but his Keepers Fees - 
when what one had counted on were the 'fat joys' of the doe her- 
self. Next time Lovelace hopes that he will strike luckier: 
Then Love I beg, when next thou tak'st thy Bow, 
Thy angry shafts, and dost Heart-chasing go, 
Passe Rascall Deare, strike me the largest Doe. 
Mr. Bewley says that "'La Bella Bona-Roba" seems to be a 
radical criticism of the conventionally wanton ethics that pre- 
1. Masks and Mirrors (1970), 74. Mr. Bewley discusses this poem 
at length on pp. 56-8 and 68-76. 
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vailed at the earlier Stuart Court, and which reached full flow- 
ering later in writers like Sir George Etherege and the Earl of 
Rochester' (ibid., p. 72). It would be nice to be able to agree 
with him as this would establish yet another link forward with 
the Restoration, this time with the anti-libertine reaction of 
Rochester's later poetry*(although this isn't what Mr. Bewley 
seems to have meant). Nevertheless I can't find this dimension 
in a poem which I take instead to lie fair and square in the 
libertine tradition, expressing as it does a preference for one 
girl rather than another even though both girls are equally 
objects of male predatory appetite - they are both deer to be 
hunted. What, however, gives the poem its unusual erotic force 
is just that glimpse of a skull beneath the skin in the first 
two stanzas. It reveals a mixture of attraction and repulsion 
towards sexuality which epitomizes the whole Renaissance and late 
Renaissance ambivalence towards the subject. Usually the con- 
flict between 'volgivaga Venere' and Christian ethics is conven- 
tionalized in terms of poems for and against fruition, the love- 
dream as opposed to the Platonic protestation, and so on. But 
once in a while a note of genuine perplexity and-pain sounds out 
and we penetrate momentarily through the shallows of sexuality 
to get a glimpse into the deeps which lie beneath. In-fact 
Lovelace's poem shows up most Caroline erotic verse for the 
subtly refined, but basically rather sterile, 'show' of sexual 
feeling that it really is. 
r 
_, 
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NOTE to page 176. 
St. Teresa describes her ecstasy as follows: 'In his hands 
I saw a great golden spear, and at the iron tip there appeared 
to be a point of fire. This he plunged into my heart several 
times so that it penetrated to my entrails.... The pain was so 
severe that it made me utter several moans. The sweetness caused 
by this intense pain is so extreme that one cannot possibly wish 
it to cease.... '1 Crashaw obviously had this passage in mind 
when he came to write, 'In memory of the Vertuous and Learned 
Lady Madre de Teresa that sought an early Martyrdome': 
0 how oft shalt thou complaine 
Of a sweet and subtile paine? 
Of intollerable joyes? 
Of a death in which who dyes 
Loves his death, and dyes againe, 
And would for ever so be slaine! 
And lives and dyes, and knowes not why To live, but that he still may dy. 2 (11.97-104) 
The mystical-sexual ambiguity of this provided William Empsom 
with the opportunity for several even-more-than-usually subtle 
pages of analysis. 
3 'One must not say', he appears to conclude, 
'that Crashaw described a sensual form of mysticism, only that 
he was content to use sexual terms for his mystical experiences, 
because they were the best terms that he could find' (p. 220). 
But in fact these terms were well hallowed by literary tradition, 
1 The Life of St. Teresa, trans. J. M. Cohen (Harmondsworth, 
1957), 210. 
. 
2 The-Poems En-lish Latin and Greek of Richard Crashaw, ed. 
L. C. Martin, 2nd edn. (Oxford, 19 , 131.0 
3 Seven Types of Ambiguity, 2nd edn. (-1947), 217-24. 
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as several scholars have been at pains to point out. 
l 
Mario 
Praz (who was perhaps the first to draw attention to the corres- 
pondence between Crashaw's poem, the passage from St. Teresas, 
life quoted above, and Bernini's famous group in the Cornaro 
Chapel in Rome, and whose description of the sensual effect of 
the latter is characteristically persuasive), 
2 has coined the 
expressive phrase 'spiritualitä del senso' to describe the blend 
of erotic and religious feeling which characterizesthese works. 
The subject is immensely interesting but it is also very com- 
plex, cannot be adequately studied without taking into account 
numerous continental examples, and lies some way off the main 
route of my inquiry which has as its lodestar the Ovidian Art 
of Love. For these reasons I have decided to exclude it from 
3 
my , survey. 
1 See in particular A. F. Allison, 'Some Influences in Crashaw's 
Poem "On a Prayer Booke sent to Mrs. M, R. "', RES, 23 (1947), 
39-42 and E. I. Watkin, Poets and Mystics (London and New York, 1953), 145 ff. Marc F. Bertonasco covers the same ground at 
rather greater length in his Crashaw and the Baroque (Univer- 
sity of Alabama, 1971), 9 ff. There is a useful summary of 
conflicting opinions in his 'Appendix V. 
2 Secentismo e Marinismo in Inghilterra (Florence, 1925), 145-6. 
His description of the Bernini group runs in part: 'Par quasi 
ch'egli [the Angel] giochi con la Santa a un gioco squisito e 
,. __., crudele, -e vibri. il dardo come se si trattasse d'un madrigale. E la vittima s'abbandona con struggente voluttä all'inebriante 
martirio, e dallo spasimo ý trasfigurata in una. stanca Menade, 
non gia visitata dalla furia, ma carezzata dalla grazia-del Dio'. (p. 146)., -This description is worth a chapter of analysis on: the subject of the baroque tendency to fuse, and thereby: 
confuse, mystical and erotic experience. 
'3 Crashaw's'! 'On-a Prayer Booke sent to Mrs. M. R. ' should, however be'added to the: li'st of poems which are indebted to Carew's 'A Rapture' ;ý seeAllison (op. ý cit. ), 41-2. 
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7 Transitional Poets. 
Thou in my Fancy dost much higher stand, 
Than Women can be place'd by Natures hand. 
(Cowley: 'Against Fruition') 
Cowley and Waller are commonly spoken of as transitional 
figures, and T. S. Eliot's comment that Cowley's 'use of language 
is still Caroline: his mind is of the Restoration' admirably 
l 
suggests the interest he has for us as an intermediary figure 
who stands mid-way between the erotic worlds of Donne on the one 
hand and of Dryden on the other. Waller too in his Poems of 1645 
exemplifies tones and tendencies of amatory feeling which are only 
to reach fruition at the Restoration. 
2 
The distinctive amatory tone of either poet, and the way 
it differs from Ovid's*customary tone, may be seen if we compare 
Waller's 'To the Servant of a Fair Lady' and Cowley's 'The Waiting 
Maid' to their common source in the Amores. In Amores I, xi Nape 
is Corinna's maid and (in Guy Lee's phrase) 'backstage-manager' 
to Ovid's love-life. The poet. entrusts her with a note to deliver 
to her mistress; 
sists of. the one 
its tone banteri 
intrigue and the 
she must bring back an answer, even if it con- 
word: 'Come! ' The pace of the poem is swift, 
ng, and the spirit throughout that of sexual 
Art of Love: 
1 'A Note on Two Odes of Cowley', in Seventeenth--Century Studies, 
237. For Cowley, see also Geoffrey a on, 'Abraham Cowley', 
in Boris Ford,. ed., From Donne to Marvell, Pelican Guide to 
Eng lish Literature, vo 3 Harmon swort ,; 1956), - especially p. 233. 
2 See W. L. Chernaik, The Poetry of Limitation 
,:, 
(New Haven and London, , and is mond's The'School -19bb) 13 
17 
of Love, 214.. For the transitional period as a whole, 
eo rey Walton's-Metaphysical to Augustan (1955) has some 
valuable insights. - 
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nee mora, perlectis rescribat multa iubeto. 
odi cum late splendida cera vacat. 
comprimat ordinibus versus oculosque moretur 
margine in extremo littera rasa meos. (11.19-22) 
(See she replies at once -a long letter. 
Blank wax is a bore. 
Get her to space the lines close and fill the margins 
So it takes me longer to read. ) 
(The last line is a small, but enjoyable, example of the poet 
spinning out pleasure by delaying its fulfilment. ) The opening 
six lines of Waller's poem make a very different impression: 
Fair fellow-servant; may your gentle ear 
Prove more propitious to my slighted care 
Than the bright dame's we serve; for her relief 
(Vexed with the long expressions of my grief) 
Receive these plaints; nor will her high disdain 
Forbid. my humble muse to court her train. 1 
This is admirable but it is not at all like Ovid. The extra- 
ordinarily skilful management. of the long and complex sentence 
combines ease and variety ('Though deep, yet clear, though gentle, 
yet not dull') in a way that impressed contemporaries and proved 
irresistible to Augustan taste. (There were three editions of 
Waller's Poems in the year of their publication and five more 
before 1700. ) But the decorum and good manners are quite unlike 
Ovid's characteristic mixture of elegance and impudence, a tone 
which assumes the reader's knowing complicity. Ovid invites the 
reader to join the game; his amatory poetry is essentially con- 
spiratorial. But for Waller the 'game' is merely the excuse for 
a display of gentlemanly rhetoric - we can never imagine'the 
'gentle ear' responding with any promptitude to that tone of 
voice. 
The urbanity of tone one associates with Ben Jonson is in 
fact often more abrupt and virile than anything one finds in 
Waller. Here, for comparison, is a passage from Jonson's 'On 
mill'; my 'Ladies Woman' ` (Epigrammen ` XC) : 
1. The Poems of Edmund Waller, ed. G. Thorn-Drury (1901), 1,55. 
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At last, ease, appetite, and example wan 
The nicer thing to tast her ladies page; 
And, finding good securitie in his age, 
Went on: and proving him still, day by day 1 
Discern'd no difference of his yeeres, or play. (11.4-8) 
Dryden thought Jonson 'too sullen and saturnine' to write good 
love verses, but Waller is neither saturnine nor sullen; he 
writes (as Chernaik reminds us) 'for an essentially 
feminine 
audience; he is the apostle of softness, the poet of salons' 
(The Poetry of Limitation, p. 55). Waller's distance from Jon- 
son and Donne may perhaps. be more exactly charted by comparing 
him with Carew, whose 'Ingratefull beauty threatned' (Dunlap, 
p. 17) derives, like the second part of Waller's 'To the Servant 
of a Fair Lady', from the commonplace that it is the poet's 
praise rather than her beauty that preserves a girl's fame 
(see Amores I, iii and iv for what might have been both poets' 
immediate source). In its conversational attack it is very much 
closer to Donne than is Waller's smooth and finely balanced con- 
cluding couplet: 
That killing power is none of thine, 
I gave it to thy voyce, and eyes: 
Thy sweets, thy graces, all are mine; 
Thou art my starre, shin'st in my skies. 
('Ingratefull beauty threatned') 
Her beauty, too, had perished, and her fame, 
Had not the muse redeemed them from the flame. (11.41-2) 
('To. the 'Servant of a Fair Lady). 
It is as if the reformation of numbers implied the progressive 
elimination of that tone of cheerful amatory. banter, the-con- 
spiratorial quasi-dramatic monologue, which is the legacy of 
Ovid. What is still a faint corrugation in Carew has disappeared 
virtually without a trace, in Waller.,,.., 
1 Herford , and' Simpson, VIII, 57. 
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Dr. Johnson praised Waller for his 'elegance and gaiety" 
and allowing for some shift of meaning in the second term this 
is an estimate with which we can readily agree. Waller's 
'elegance', however, has fateful consequences for the future 
of the Art of Love in English amatory verse. To put it bluntly: 
Can erotic poetry ever be written in such a style? Waller's 
characteristic rotundity of utterance ('Propitious... slighted. 
care... bright dame's... Vexed with.. . grief.. . high disdain... 
humble muse'), and the near-habitual coupling of noun and 
adjective ('your gentle ear', 'my slighted care', etc. ), have 
an effect which is totally opposed to the specificity and drama- 
tic immediacy I discussed in my Introduction. The 'elegance' 
imposes a slower gait than seems compatible with dramatic imme- 
diacy and the 'gaiety' is of a kind tending more to coffee-house 
wit than to high-spirited sexual intrigue in the Ovidian sense. 
I shall pursue this topic in Chapter nine, but I want for 
the moment to return to the other transitional poet I 
, mentioned 
in my first paragraph, Abraham Cowley. - The Donnean elements 
which are so signally lacking, in Waller are certainly there in, 
Cowley ('the Restoration Donne' is what. J. B. Broadbent calls 
2 
him), but in The Mistress, written in conscious emulation of 
Waller's poems to Sacharissa, these elements seem curiously 
disembodied. The. spirited mental activity exists for its own 
sake and is divorced from any serious. intention,. a reductio ad 
trivialem of the paradoxical and argumentative side of Donne's 
genius. } 
1 Lives of the English Poets, ed. George Birkbeck Hill (Oxford, 
.. ý . 19057,11294. 
2 Poetic Love, >*'242. " 
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In Cowley's 'The Waiting-Maid' the girl is a composite 
figure deriving partly from Nape and party from Cypassis (Amores 
II, vii and viii). Like Waller's 'fair fellow-servant' and Nape 
she adorns her mistress so as to make that lady's charms more 
irresistible and like Cypassis she has to be defended against 
her mistress's jealous suspicions. Cowley's eye is firmly fixed 
on the opportunities the situation gives him for displaying his 
powers of witty paradox: 
Three hours each morn in dressing Thee, 
Maliciousl are spent; 
And ma ce iatBeaut Tyranny, 1 That's else a ivi Government. 
' (st. 3) 
(Compare Waller's 
Thy skilful hand contributes to our woe, And whets those arrows which confound us so - (11.13-14) 
Cowley's 'maliciously' is wittier than anything Waller can pro- 
duce. ) Geoffrey Walton puts his finger not only on the shallow- 
ness of this kind of writing but also on its place in the gene- 
alogy of the Restoration lyric, when he writes: 'Many of the 
poems are characterized by mere exaggeration and ingenuity with 
nothing alive behind them. -- The successful and amusing'ones are - 
unexpectedly - in the manner of Suckling when he most; resembles 
the Dorsets and Sedleys who succeeded him' (From Donne to Marvell, 
p. 237). Both Waller in his smooth-graceful - and Cowley in his 
clever-empty - mode-seem equally`-far removed from the' seriously- 
playful '(that is, playful, but *also °serious) 'spirit of the 
Ovidian original. , _=.. . 
`Generally the' erotic', f lame ', burns low' in°these, poets -of.: the 
Caroline-Restoration""transition. Earl Miner's explicätion of 
1 The English Writings of Abraham'`Cowle ,: ed. 
''A. R. Waller 
Poems, Cambridge, 1905), 138. 
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Waller's 'To a Fair Lady, Playing with a Snake' (Thorn-Drury, 
II, 47) ascribes a considerable erotic charge to the poem but 
his highly self-conscious style doesn't help the reader to dis- 
cover where exactly this charge can be said to lie. Commenting 
on the following stanza - 
Contented in that nest of snow 
He lies, as he his bliss did know, 
And to the wood no more would go (11.13-15) 
he writes: 'The erotic possibilities of the snake image are 
beautifully allowed and handsomely controlled by such imagery', 
and of line six ('To start at Love, and play with Snakes') he 
says: 'The nice conjunction in the last line makes clear the 
amorous or erotic associations of the, snake, although as amateur 
psychologists, most of us may have had amateur suspicions on 
encountering even the title. '1 I am, however, by no means 
convinced that the 'wood' in this poem is anything other than 
a wood and the snake anything other than a scaley reptile (just 
possibly Mr. Miner's proclivity for amateur psychology has tem- 
porarily got the better of him). A simpler, and more common- 
sensical view of'the poem would take it to be a variation on 
the theme of the animal with a licence to explore but in a very 
low key compared to Randolph's 'In Anguem' translation, which 
Mr. Miner nowhere mentions. Thorn-Drury's note (p. 207) quotes 
a contemporary as saying that " Twas formerly not unusual among. 
our English ladies for coolness in ye hot weather to'carry a 
snake in their sleeve', and this makes it seem less likely that 
every single poem bringing together a, girl and a snake'-has ipso 
facto an erotic significance. 
1` The Cavalier Mode from 'Jonson . -to Cotton; 116.,, '-' 
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In Waller's famous 'on a Girdle' there is none of the 
sensuality of clothing that Herrick went in for. Instead 
Waller 'opts for clarity, neatness, symmetry, and ease' (Cher- 
naik, p. 81). J. B. Broadbent's comment on the poem perhaps 
allows too little for its charm, but yet points to a quality 
which is a portent for the future: 'Here... is that tissued 
softness of sexualness that was to pervade love poetry (except 
for Blake) until Yeats and Pound' (Poetic Love, p. 243). A 
similar gain in 'clarity, neatness, symmetry, and ease' which 
is at the same time a diminution of implicit erotic energy, can 
be seen in Waller's 'The Story of Phoebus and Daphne, Applied' 
(Waller, I, 52) when it is compared with Marino's 'Dafne' from 
which it almost certainly derives. Marino's Apollo pleads with 
Daphne in these terms: 
Non fuggir, non fuggir, perfida, ascolta, 
odi, Dafne, mi4 cara, odimi, o ninfa, 
o ninfa, o Sol del"Sol, volgi quegli occhi, 
gli occhi si dolci e si leggiadri a cui, 
Dafne, io confesso il ver, Dafne, i'nol niego, 
cedon gli occhi del ciel... 1 (11.105-10) 
(Don't run away but listen, perfidious one, 
Hear me, my dear Daphne, hear me, 0 nymph! 
0 nymph, sun of suns, turn your eyes, 
Those eyes so soft and lovely to which, 
My Daphne (0, I must confess the truth, I cannot deny it) 
Even the eyes of the sky cannot be compared. ) 
In Waller's version this passionate verbal display is subdued 
to this: 
With numbers he the flying nymph pursues, 
Wit h numbers such as Phoebus' self might use'. (11.5-6) 11 Ae 
Marino's Dafne has to withstand aglittering flood of oratory, 
whereas Sacharissa merely hears 'numbers'. Of course this isn't 
an entirely fair comparison as Waller's poem wa'sn't-intended as a 
1 Opere Scelte, ed. G. Getto, 2nd edn. (Turin, 1962), 193. 
-219- 
display of persuasive eloquence; nevertheless it is entirely 
characteristic of Waller that he should apply the myth in such 
a way as to produce a poem which is pointed and witty, but at 
the same time entirely without emotional resonance. By refusing 
his love, he argues, Sacharissa has provided him with a poetic 
subject and so brought him fame ('He catched at love, and filled 
his arms with bays'). This setting of art before life is in 
itself significant - 'it is clear that Waller is happier with 
the poems (and the praise) than he would have been with the 
girl', says Chernaik (The Poetry of Limitation, p. 86) - as is 
the way Waller generalizes the case. F. W. Bateson makes this 
point admirably: 'The impersonality of the poem is in striking 
contrast to Renaissance egotism.... His love for Sacharissa and 
her rejection of it have been abstracted out of their human con- 
text and are here simply disembodied concepts that the mind can 
play with in the dry light of reason. ' That process of imper- 
sonalization and abstraction are to have a bearing on the devel- 
opment of eroticism in the age that follows., In this, as in 
other respects, Waller is a, Restoration precursor. 
Cowley's poetry exhibits. the same emotional impoverishment anc 
the same muffling of sensuous immediacy. - In 
', Clad all in White' 
(Waller, p. 77) the conventional comparison of the girl's skin to 
lilies seen through glass is deployed merely for the sake of the 
conceit - there is no pressure behind it either of feeling or of 
first-hand sense perception. 
2 
Another conventional theme, the 
girl's body-as a-territory to be explored, is similarly-merely- 
the excuse for elaborate and ingenious conceit-mongering; the, 
1 English Poetry", . 169: '' 
2 See'also`J. B. Broadbent' s" comments on -'My Heart'discovered', Poetic Love, 244 
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erotic immediacy never gets further than this 
(Waller, p. 114): 
But I'll embrace Thee gentli'er far than so; 
As their fresh Banks soft Rivers do, 
Nor shall the proudest Planet o'6 ast a power 
Of making my full Love to ebb one hour. (st. 2) 
The tone here, as elsewhere, defers to a taste for quick-witted 
cleverness, the small change of gentlemanly conversation. As 
he confesses in 'The Dissembler' (Waller, p. 132): 
Darts, and Wounds, and Flame, and Heat, 
I naým m= but for the Rhime, or the Conceit... 
Truth gives a dull propriety to my stile, 
And all the Metaphors does spoil. 
(st. 3) 
No doubt-we aren't intended**to take this witty protestation too 
seriously; none the less as a description of Cowley's habitual 
frequentation of the amatory shallows and his habitual avoidance 
of its depths, it seems admirably appropriate. The proto-Res- 
toration tone ('his mind is of the Restoration', as Eliot reminds 
us) may also be seen in his good-humoured patronage of the 'frail 
sex' ('Womens Superstition'), in his description of sex as an 
appetite of 'mighty Force' ('Dialogue', stanza 8), in the occa- 
sional flashes of lubricity ('The Maidenhead'), 
1 in his inter- 
mittent interest in the psychology of desire ('The vain Love'), 
and in the moralism which rubs shoulders with some quite extra- 
vagant detour from 'dull propriety' ('The Preface of the Author' 
2 
to the 1656 folio). These are all elements which become in- 
creasingly prevalent after 1660, '-even if precedents can be dis- 
covered earlier in the century. 
A concern. with either literary or ethical decorum, or both 
as in Cowley's 'Preface',, distinguishes the next group of poems 
that I wish to discuss. Henry King's 'Paradox. That Fruition 
1 For 'example, the reference"to the 'Slight, outward Curtain to 
the Ntiptial. Bed': in the first stanza (Waller, 129). J. B. Broad, 
bent calls Cowley 'fetichistic' (Poetic Love, 242) but this may 
be 
_ going . 
too far. 
2 Waller, -4. 'For-example, see his denunciation of the 'unpardon- 
able vices' of 'Obscenity and Profaneness' (p. 10). The quali- 
ties he associates with good poetry have a distinctly Augustan 
ring: 'Fertility of Invention... wisdom of Disposition... 
Judgment-in observance of Decencies... lustre and vigor of Elocution... modesty and majestie of Number' (p. 14). 
-221- 
destroyes Love' carries the attack on fruition to the point 
where even fruition in marriage entails 'some loss of medestie': 
Ev'n in the Marriage-Bed, where soft delights 
Are customary and authoriz'd Rites, 
What are those tributes to the wanton sense 
But toleration of Incontinence? 
For properly you cannot call that Love 
Which does not from the Soul, but Humour move. (11.55-60) 
Clearly a view which finds too much 'Humour' in the marriage-bed 
won't have much to say in favour of the Art of Love: 
Since Lovers' joyes then leave so sick a taste, 
And soon as relish'd by the Sense are past; 
They are but Riddles sure, lost if possest, 
And therefore onely in Reversion best. 
For bate them Expectation and Delay, 
You take the most delightful Scenes away. These two such rule within the fancie keep, 
As banquets apprehended in our sleep; After which pleasing trance next morn we wake Empty and angry at the night's mistake. Give me long Dreams and Visions of content, Rather than pleasures in a minute spent. (11.81-92) 
I have quoted from this poem at length because it touches, with 
a fine appositeness, on several of the themes I have discussed 
above. Lines one to four restate the Petronian commonplace 
'Foeda est in coitu et brevis voluptas', but with a delicate 
blend of wit (the act is only to be relished when there is no 
immediate prospect of succeeding to the inheritance)2 and Angli- 
can weightiness (compare the measured tread of King's end-stopped 
couplets with the more hectic and urgent flow of Jonson's trans- 
lation in The Under-Wood (no. LXXXVIII)); lines eighty-five to 
-six mention 'Expectation and Delay' as the libertine poet's means 
for intensifying erotic excitement; and lines eighty-seven to 
. ninety make the connection , 
between these means and 'fancie' which 
induces a love-dream, or 'pleasing trance', only to leave the 
1 The Poems. of Henry King, ed. Margaret Crum (Oxford,,, 1965), 182. 
2 'Reversion:,. ,2ý . The right :: of succeeding to the y 
possession- of 
something after another is. done with it , OED. 
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sleeper unsatisfied and 'empty' when he awakes. Thus the indi- 
vidual strategies of love-by-art are enumerated and dismissed so 
as to leave the stage free for a different and higher pleasure 
associated with 'content'. The quietistic mood here given ex- 
pression in fact becomes increasingly important as the century 
advances and a sign of it is the garden of contentment, or what 
Frank Kermode calls 'the garden of the Platonic solitaire', 
1 com- 
petes with and eventually displaces the libertine. garden as the 
favoured setting for 'Dreams and Visions'*2 
Marvell's 'The Garden' (Margoliouth, I, 51) is probably the 
most famous, and certainly the most beautiful, of the poems 
evoking this setting, and lines like 
Such was that happy-Garden-state, 
While Man there walk'd without a Mate... Two Paradises 'twere in one To live in Paradise alone (11.57-8,63-4) 
remind us how much Marvell's idea of a Loves Elizium differs from 
Carew's. Professor Kernode thinks that 'The Garden' is in fact a 
specific answer to 'A Rapture' and he calls it 'a poem of the anti- 
genre of the naturalist paradise''(p. 229). His argument as to how 
this anti-genre uses but subverts the norms of-the libertine 
garden of sense is interesting, but it'is not necessary to sum- 
marize it here. 
A small but significant touch to set against the lines from 
Marino and Waller referred to above is where in the fourth stanza 
of the poem Marvell evokes DaphneSand Apollo: 
1 'The Argument of Marvel 1's "Garden"', EC, 2 (1952), 
1229. 
2 The genre hada longer history in France where"Saint=Amant's 'La Solitude'-had been famous since its first publication in 1629. See Saint-Amant's Oeuvres, vol. l', ed., Jacques Bailbe '(Paris, 1971), 33. 
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The Gods, that mortal beauty chase, 
Still in a Tree did end their race. 
Apollo hunted Daphne so, 
Only that She might Laurel grow. (11.27-30) 
Marvell, unlike Marino, plays down the sexual significance of 
the 'race' and indeed, as Mr. Chernaik puts it, he uses the myth 
'as one of a string of related conceits to support his case for 
asexual retirement and solitude' (The Poetry of Limitation, p. 
86). 
Indeed, Marvell goes even further than Saint-Amant in giving a 
Platonic aura to his garden when he argues that it is cruel to 
cut a girl's name in a tree as the tree is more beautiful than 
the girl (11.19-22). Saint-Arrant merely argues that the best 
place to cut the name is in the]over's heart (11.68-70). 
James Shirley's 'The Garden' describes another setting for 
an 'asexual retirement', and he says of his 'Summer room' that 
No woman here shall find me out, 
Or if a chance do bring one hither, 
Ile be secure, for round about 
Ile moat it with my eyes foul weather. 
l (11.29-32) 
All the poems so far considered in this chapter were written or 
published within the narrow time span of half a decade, 
2 
but for 
the sake of completeness it is convenient at this stage to move 
I 
forward to the Restoration where Charles Cotton makes 'a pleasing 
Solitarinesse' his main theme. This phrase comes from 'The Enter- 
tainment to Phillis' which is a poem devoted to the celebration 
of domestic pleasures. 
3 Cotton's 'Bower' is a very unadventurous 
place compared to Carew's, and the-apples, grapes and other fruit - 
that grow there are real fruits to be eaten and not me, taphorical 
1 The Poems of James Shirley, ed. R. L. Armstrong (New York, 
1941)t 16s 
2 Waller's Poems (pub. 1645), Cowley's The Mistress (pub. 1647), 
King's 'Paradox' (probably written in the mid-1640s), Marvell's 
'The Garden' (probably written in the late 1640s or early 
`-1650s), Shirley's Poems (pub. --1646) and the poems b Thomas 'Stanley to be discussed below (pub. 1647-8 and 1651). 
3 
''Poems 
of Charles Cotton, ed. John Buxton (1968), 43. 
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descriptions of parts of a girl's body. Even the love-making 
has a gemütlich air very far removed from the contortions of 
Carew's 'thousand winding curles' and 'artfull postures': 
But oh, the Summe of all delight 
For which the day submitts to Night, 
Is that my Phillis thou wilt find, 
When wee are in embraces twin'd. (11.55-9) 
Cotton's attitude to carnal pleasure is generally wholesome 
and unfeverish; the spirit is perhaps best caught in 'To my 
Freirad Mr. John Anderson' (Buxton, p. 45) where he extols the 
delights of 'bucksome Besse' and 'granting Jinne' 
All full as plump without, and warm within, 
That crack the bed fast. (11.39-40) 
Cotton is of course writing in, or at any rate just after, a 
period of considerable licentiousness (his Poems on Several 
Occasions were published in 1689) but he seems held fast in a 
pastoral world untouched by the erotic contagions of Court life. 
Returning to James Shirley, we find in 'To his honoured 
friend Tho. Stanley Esquire, upon his elegant Poems' (Armstrong, 
p. 8) an explicit repudiation of Carew's influence: 
Carew, whose numerous language did before 
Steer every genial soul, must be no more 
The Oracle of Love, and might he come 
But from his own to thy Elizium, 
He would repent his immortality 
Given by loose Idolaters... (11.13-18) 
Stanley's 'Elizium' is presumably the same as that of King and 
Marvell, the anti-naturalist 'garden of content'. Addressing 
Stanley he says that, unlike Carew's, 
Thy numbers carry height, yet cleer, and terse, 
And innocent, as becomes the soul of verse:! 
Poets from hence may add to their great name, 
And learn to strike from Chastity a flame. j (11.21-4) 
The moralizing bent here consorts strangely with lines like these 
from 'Love for Enjoying' (Armstrong, p. 7). 
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Let's charge for shame, and chuse you whether 
One shall fall, or both together (11.29-30) 
but Shirley's attempts at libertinism generally lack conviction; 
perhaps we should accept his editor's comment that 'the sequence 
of the poems suggests a connection with the author's life, a pas- 
sing from the stage of romantic love to that of anti-feminine 
cynicism, and the discovery that friendship is best' (p. xvii), 
a personal 'transitionism' which is in harmony with the spirit 
of the age he lived in. 
When we turn to Stanley, we find that Shirley's praises 
were amply justified: the 'flame' of Chastity burns steadfastly 
throughout. In his Poems and Translations many of the erotic 
themes of the preceding half-century are rendered in terms which 
are quite generalized and anodyne: 
That I might ever dream thus! that some power To my eternall slee? would joyn this houre! So willingly deceiv d, I might possesse In seeming joyes a reall happinesse; 
Hast not away, Oh do not dissipate 
A pleasure thou so lately didst create; Stay, welcome sleepe, be ever here confin'd, Or if thou wilt away, leave her behind. 1 
This is Stanley's version of the love-dream in its entirety. 
His 'On'a Violet in her breast' (Crump, p; 243) is charming but 
entirely unerotic; there is nothing in it equivalent to the 
snugging flowers of 'warm and moistned spring' of Herrick's 
'Upon Roses'. George Saintsbury has an interesting comment to 
make on this poem: 'I would ask any one who despises this as a 
mere commonplace love-poem to note - if he can - the splendid 
swell of the verse to the fourth line, and then the "turn" of 
the final couplet. With Stanley and his generation that swell 
and turn passed'-never to"reappear till William Blake revived 
'The Dreame', The Poems. and Translations of Thomas Stanle , ed: °' G. N. Crump Ox or ,, 
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it nearly a century and a half afterwards. 11 What Saintsbury 
appears to regret the demise of with Stanley is poetic 'music', 
the verbal mellifluousness which was Spenser's legacy to English 
Renaissance verse. I have already quoted J. B. Broadbent to the 
effect that with Waller, Cowley and Carew, began the 'tissued 
softness of sexualness' which was to continue ('except for Blake') 
until our own times. It is an amusing indication of the shift 
of fashion since George Saintsbury's day that, for one critic, 
the transitional poets defend the dykes of Spenserian melodious- 
ness against the rising tide of Augustan rationalism, and for 
another critic of a different generation, they stand for emotional 
and intellectual decadence. For Saintsbury, Blake is the first 
of the Romantics, the precursor of a revived Spenserian poetry 
of 'swells' and 'turns', and for Broadbent, an isolated rock 
standing out of a sea of emotional imprecision. (I assume that 
this is what Mr. Broadbent means. ) 
Stanley's quietism was considered by at least some of his 
contemporaries as a mark of his superior distinction as a poet. 
John Hall's-lines on Stanley suggest an ideal from which all 
'enthusiastic' elements have been excised: 
Subtract the earth and baseness of this age,. 
Admit no wildfire in poetic rage, 
Cast out of learning whatsoever's vain, 
Let ignorance no more haunt noblemen, 
Nor humour travellers, let wits be free 
From over-weeping, and the rest is thee. 2 (11.9-14) 
The line of descent between Hall's condemnation of 'o'ver-weening' 
wit, and Dr. Jöhnson's strictures on the metaphysical poets in 
his Cowley essay, will be apparent. 
1 Minor Poets of the Caroline Period, III, 105 n. 
2 'To my honoured Noble Friend, Thomas Stanley, Esq., on his 1 Poems' , ibid; ,- II, 198., 
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A final example of the drift away from erotic immediacy is 
taken from Stanley's translation of Saint-Amant's 'La Jouyssance' 
(Bailbe, p. 163). Elizabethan translators had intensified the 
erotic effect whenever they could as I have tried to show above, 
but with Stanley, as with Waller's transmutation of Marino, the 
tendency is to tone this effect down. Saint-Amant's 
Jamais alors qu'ä membres nus 
Adonis embrassoit Venus 
Tant de bons tours ne s'inventerent (11.135-7) 
(lines which are to receive an echo in Carew's 'A, Rapture') be- 
comes this in Stanley's translation: 
C thaera with her Syrian Boy, 
Could never reach our meanest Joy (11.85-6) 
('The Enjoyment', Crump, p. 22). And the following lines - 
La langue estant de la partie, 
Si tost qu'un baiser 1'assiegeoit, 
Aux bords des levres se rengeoit 
Afin de faire une sortie (11.141-4) 
(lines which Cleveland doubtless knew when he wrote 'The Senses 
Festival' from which I cited the following as exemplifying in a 
small way the drama of delayed fulfilment: i 
Our Mouthes encountering at the sport, 
My slippery soul had quit the fort 
But that she stopt the Salley-port] 
Stanley doesn't translate at all. The, 'La Jouyssance''conven- 
tion, which had always been associated with the Ovidian tradition 
of the Art of Love, is now the excuse for pretty amatory verses 
quite innocent of erotic content. 
It would perhaps be wrong to jump'to any very definite con- 
clusions from the evidence-, offered in this chapter, for even if 
much of the poetry written. or. published in the'. years 1645-c. 1650 
seems emotionally. iundernourished and lacking in eroticAntensity, 
these same, 
-years-saw 
the publicätion of several of the most famous 
collections of amatory verse, such as Suckling's Fragmenta Aurea 
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(1646), Herrick's Hesperides (1648), Lovelace's Lucasta (1649), 
Cartwright's Comedies, Tragi-Comedies with other Poems and Cleve- 
land's Poems (both 1651), each of which contains a strong liber- 
tine element. 
1 
Nevertheless it is clear that there were in fact 
new and significant tendencies in the air and it is these that I 
have attempted to isolate and describe. They include a quietism 
which sets great store by 'contentment' and sets the meditative 
garden against the naturalist garden of jouyssance; a moralism 
which amounts at times to an explicit rejection of the ethos of 
the Ovidian tradition; and a general sweetening and softening of 
tone which tends towards the emotionally anodyne and the senti- 
mental. Such tendencies find appropriate expression in a style 
where elegance, neatness and clarity assume an ever-increasing 
importance; where habits of generalizing experience replace the 
earlier Donnean mode of the dramatic monologue; and where there 
is an implicit deference, even when the Metaphysical strains are 
strongest as in Cowley, to social norms. 
Certainly the picture which emerges from this confusing 
half-decade is a complex one and it isn't easy to extract from 
it any very clear and convincing pattern, more particularly as 
side by side with the retreat from passion (for such, i1 believe, 
is what the changes noted in this chapter really amount to) goes 
a growing matter-of-factness about sexual relations and a growing 
sense that they are to be accounted for in terms of 'appetite'. 
1 The 'libertine' poets were however for the most part ante- 
cedent to the 'transitional' poets in point of time. Of the 
collections mentioned above, two were posthumous (Suckling 
died in 1642 and Cartwright in 1643) and one (Herrick's) had 
been written in the previous decade., Herrick, Carew, Randolph, 
Suckling and Cartwright were all born before 1615 And Cowley, 
Marvell and Stanley after it. Waller (b. 1606) and',. Lovelace (b. 1618) are exceptions. 
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This seeming paradox can perhaps be resolved if we accept 
that both the retreat from passion and the matter-of-factness 
are in reality different-but complementary aspects of the same 
thing, which is a progressive trivialisation in love poetry of 
the affective bond between the sexes. 
1 (The paradigm for this 
for the seventeenth century as a whole is the scaling down of 
heroic sexual feeling between Antony and Cleopatra and All for 
Love. ) Among the poets of the mid-century only Marvell and 
Milton escape this charge, but the evidence offered by the first 
is so ambiguous and difficult to interpret that I have preferred 
to ignore it and concentrate instead on what I see as the main 
lines of development. 
2 
I have already tried to show that sexual matter-of- 
factness is a feature of Cavalier verse - to be seen, for example, 
in Lovelace's 'The faire Begger' or in the. way 'J, S. ' mentally 
undresses Lady Carlisle as she walks in front of him in Hampton 
Court garden. The continuity, however, between these attitudes 
and the brutal reductionism to be seen in many Restoration lyrics 
is difficult to establish although there are occasional hints 
1 Trivialisation is what H. M. Richmond seems to imply when he 
says that 'incidental anxieties rather-than the facts of 
consummation increasingly preoccupy poets' (The School of Love, p. 145). However the, mechanics`of consummation become 
an, important theme at the Restoration. 
2 It is difficult to ignore entirely a poem as charged with 
sexual feeling as 'To his Coy Mistress'-. Nevertheless I 
don't feel, I understand the poem well enough to be sure 
what place it occupies in the genealogies I have been des- 
cribing. What in fact are the 'Iron gates of Life'in 1.44 
and how can any coherent sexual interpretation be attached to them? J. B. Leishman, in the course of his eight-page 
ýt-- discussion, of .. the, poem. 
(The Art of Marvell's Poetry, 2nd 
_ edn. 
(1968) pp . 70-78) nowhere touches on this crux. After' quoting , 
Margoliouth', s_`note to-. 11.38-44 Pierre Legouis says: `'I am not convinced. Nor do I accept any of the numerous 
-.: irreconcilable interpretations of those images that have '. _been-offered-since',. Margoliouth, op. cit.,. p. 254). I share 11 
. 
.. this 
inability to be convinced - in fact there is hardly a sexual_ima ein the poem that doesn't present difficulties. 
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throughout the 1650s of the ways in which sensibility is changing. 
" Sir John Denham's 'Natura Naturata' (probably written in 1650 al- 
though not published until the collected edition of 1668)1 supplies 
one such clue. The first three stanzas constitute a plea for 
absolute frankness in sexual matters: 
What gives us that Fantastick Fit, 
That all our Judgment and our Wit 
To vulgar custom we submit? 
Treason, Theft, Murther, all the rest 
Of that foul Legion we so detest, 
Are in their proper names exprest. 
Why is it then sought sin or shame, 
Those necessary parts to name, 
From whence we went, and whence we came? 2 
In the fourth stanza a connection is made between this frankness 
and the physiological basis of the sex drive: 
Nature, what ere she wants, requires; 
With Love enflaming our desires, 
Finds Engines fit to quench those fires. 
The mechanistic element, so characteristic of Restoration atti- 
tudes to sex, is already present in that 'Engines'. The fourth 
and fifth stanzas attack the prohibitions which raise, instead of 
lower, the price of 'Forbidden Wares'; presumably this is aimed 
at Puritan censorship, but it could just as well apply to the 
Ovidian technique of intensifying desire by postponing fulfilment 
('Only to raise by that device, /Of those Commodities the price'). 
-And in the final stanza there is an assimilation of 'Reason' to 
plain speaking which is at the'same time an apparent rejection 
of the metaphorical obfuscations of the Metaphysical style: 
Thus Reason !s shadows us. betray 
By Tropes and Figures led astray, 
From Nature, =both her Guide and way. 
1 See Brendan 0 Hehir, Harmony from Discords (Berkeley and Los Angeles, 1968), -263. ' , 2 Poems and Translations (1668), 76. I have nowhere seen a detailed discussion of this remarkable poem. 
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The forces of Enlightenment - Nature, Reason and plain speaking - 
are in 'Natura Naturata' lined up on, parade in preparation for 
the coming neo-classical age, and that the urbane tone Denham 
adopts on this occasion in no way inhibits him from adopting a 
brutally realistic tone on another one may be seen from 'A Dia- 
logue between Sir John Pooler and Mr. Thomas Killigrew' (p. 122) 
where 'in plain English' 'P. ' explains the misfortune that has 
befallen his 'Instrument of Propagation'. The aggressively hard- 
boiled tone of the poem as a whole places it in the direct line 
of succession Suckling-Sedley, and a stanza like the following 
Once in a Pit you did miscarry, 
That danger might have made one wary; 
This Pit is deeper then the Quarry 
could have been written by either of these practitioners of 'plain 
English'. (But not by Donne whose tone, even when he uses the 
same metaphor or indulges his own brand of sexual reductionism, 
is entirely unlike the easy, good-natured civility tinged with 
contempt which is peculiar to the mob of gentlemen who wrote with 
)1 ease. 
Nothing illustrates better the growth of matter-of-factness 
in sexual matters than a comparison between two miscellanies - 
Wits Recreations, published in 1640, the year of Carew's Poems, 
and Wits Interpreter, The English Parnassus, edited by 'J. C. ' - 
i. e. John Cotgrave - and published in 1655, the year of the 
publication of the revised version of Cooper's Hill. 
2 
Douglas 
1 Cf. Men to such Gods, their sacrificing Coales, 
Did not in Altars: lay,, but pits and holes.... Rich Nature hath-in women wisely made Two purses, and their mouthes aversely laid. 
-_5 '- "('Loves-Progress', 11.31-'2,91-2) 
2 See 0 Hehir, Harmony from Discords, 109. 
., 
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Bush calls Wits Recreations 'the first of a long line of antho- 
logies which owed their success to a mixture of poetry, ribaldry, 
and royalism. '1 The ribaldry contains a certain amount of naugh- 
tiness (e. g. No. 94) and there is a good measure of the traditional 
anti-feminism (e. g. No. 248), but there is little that could be 
called hard-boiled or pornographic. By contrast Wits Interpreter, 
which was offered as a guide to 'amorous and courtly expression' 
(ibid., p. 105), runs the gamut of reductive attitudes, from the 
suggestive ('To his Mistresse desirous to go to bed') 
2 through 
the swagger-scornful ('A Rapture', p. 125, with its refrain - 
No hang a Mistris, Ile have none, 
No such toy to dote upon), 
to the downright obscene ('Epitaph', p. 269, and 'The Violin', 
p. 123). The cheerful erotic vulgarity of many pieces can per- 
haps be suggested by this extract from 'A mock Song' (p. 148): 
Thy legs, brest, lips, and eyes enslave me, But if behind thee once I come, ' 
And view the mountains of thy bum, 
0 then, 
I am mad to have thee. 
It is a tone, and even a subject matter (see, for example, 
Wycherley's 'Upon a Lady's Fine Back-Side' and the relevant 
3 
portions of 'Upon a Lady's Fall over a Style... ') which is to 
become depressingly familiar to readers of Restoration erotic 
verse. 
1 English Literature in the Earlier Seventeenth Century, OHEL, 
vol. 5,2nd edn. (Oxford, 1962 105-b. He gives 'Witts Recreations' for 'Wits Recreations'. 
2 Section 4 ('Apollo and Orpheus'), 155. 
are from the same section. 
3 The 
(192 
nplete Works of William 
, IV,. 10 and 98. 
er 
All other poems cited 
ed. Montague Summers 
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8 Milton. 
When Adam waked, so customed, for his sleep 
Was airy light from pure digestion bred, 
And temperate vapours bland... 
(Paradise Lost V, 11.3-5) 
.... krosser sleep Bred of unkindly fumes, with conscious dreams 
Encumbered... 
(Paradise Lost IX, 11.1049-51) 
Milton is the great and blessed exception to every generali- 
nation advanced in the preceding section, for if there is any poet 
in the later seventeenth century who bridges (even if only in one 
part of one poem) the growing gap between matter-of-factness and 
'a tissued softness of sexualness', then it is surely the poet 
who describes Adam and Eve's love-making in Paradise. 
There are, I think, four distinct attitudes to the sexual 
life in Milton's poetry. (I should emphasize that it is only the 
poetry I am concerned with and not the views on marriage and di- 
vorce as expressed in the prose. ) The first attitude is to be 
found in the luscious, even if shortlived, 0vidianism of the Latin 
elegies, written in the 1620s. The following lines from the 
'Elegia Prima ad Carolum Diodatum' have an obvious affinity with 
the rich descriptions of semi-clothed damsels to be found in the 
Elizabethan epyllia, and re-invented for his own purposes by 
Spenser: 
Saepius. hic blandas spirantia sidera flammasý Virgineos videas praeteriisse choros. Ah quoties dignae stupui miracula formae 
Quae possit senium vel reparare Iovis... (11.51-4) Collaque bis vivi Pelopis quae brachia vin ant Quaeque fluit puro nectare tincta via. -1 (11.57-8) 
1 The Poems of John Miltonl ed. John Carey and Alastair Fowler, (1968)i 18. 
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(Often you may see bands of girls going past, like stars 
leaving a brilliant trail in their wake. Ah, how many times 
have I watched a beautiful body which could bring even 
Jupiter's fading energies back'to life:... [How often have 
I gazed upon] necks whiter than twice-born Pelops'arms, 
and that path [between the breasts] which flows with 
pure nectar! ) 
In the first two lines of this passage R. W. Condee has found a 
specific borrowing from the Ars Amatoria (1,59): 'Quot caelum 
stellas, tot habet tua Roma puellae' (there are as many girls in 
your Rome as there are stars in the sky). 
' Milton's imitatio 
transfers this scene of pagan abundance from Rome to the banks of 
the Thames. Of Milton's fifth elegy E. K. Rand has commented that 
'it is Pagan from beginning to end, joyous in spirit, sensuous 
in flavour, perfect in form'; had it been discovered in manuscript 
it could have been taken for an original work of Ovid's. 
2 But 
the most telling (and piquant) example of Milton's youthful sub- 
jection to the spell of Ovid, master of the Art of Love, is the 
echo in the last line of 'Elegia tertia', which is addressed to 
the Bishop of Winchester, of the conclusion to the notorious fifth 
elegy of the first book of Amores. 
3 
Davis P. Harding, whose ad- 
mirable monograph gives a full account of all Milton's Ovidian 
borrowings, says that 'so careful is the adaptation... that there 
is no effect of incongruity'4 - except, perhaps, to readers who 
look back at this phase of Milton's life from the vantage point 
of the fierce concern with chastity that is to be found in Comus. 
1 'Ovid's Exile and Milton's Rustication', M, 37 (1958), 498-502 
2 'Milton in Rustication', SP, 19 (1922), 111. 
3 'Proveniant medii sic mihi saepe dies' (Amores I, v, 26) 'Talis contingant somnia saepe mihi' ('E eT-giia tertia', 68) 
4 Milton and the Renaissance Ovid, Illinois Studies in Languages 
and Literature 30, No. 4 Urbana 1946), 47. 
author's The Club of Hercules (Urbana, 1962), 
Sandain 
parti- cular 
-e 
his comments on Mi ton s borrowings from Ovid in the 'Elegia quints' (p. 17). 
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Between the 'Elegia tertia' and Comus there came a deli- 
berate rejection of the Ovidian ethos, probably to be associated 
with Milton's resolution (taken, Mr. Harding believes, at about 
Christmas, 1629) to become an epic poet. Many years after this 
renunciation Milton could look back at his youthful admiration 
for the 'smooth Elegiack Poets... Whom both for the pleasing sound 
of their numerous writing, which in imitation I found most easie; 
and most agreeable to natures part in me, and for their matter 
which what it is, there be few who know not, I was so allur'd to 
read, that no recreation came to me better welcome. '1 Later in 
the same paragraph he explains that 'their art I still applauded, 
but the men I deplor'd; and above them all preferr'd the two 
famous renowners of Beatrice and Laura who never write but honour 
of them to whom they devote their verse, displaying sublime and 
pure thoughts, without transgression. ' This exaltation of Dante 
and Petrarch at the expense of Ovid helps to explain the Epilogue 
to the seventh elegy in which Milton says that his youthful elegies 
were the works of a 'warped and twisted mind', but that after he 
had discovered Platonic philosophy'the fires were quenched, my 
heart has been unyielding, belted with deep ice. '2 Davis Harding's 
conclusion is that 'by the spring of 1630 Milton's apprenticeship 
to Ovid, 'the poet of love, was at an end. ' The Metamorphoses 
supply a quarry for the mythology of Paradise Lost but 'of the 
influence of Ovid's lighter, erotic verse there is hardly a trace. o3 
1 'An Apology for Smectymnuus', Complete Prose Works of John Milton, Vol. I, ed. D. M. Wolfe ew Haven, 1953),. 
2 Milton on Himself, ed. J. S. Diekhoff, 2nd edn. (1966), 34. 
The Elegia septima' was written in 1628 and the Epilogue to it in 1645. 
3: Milton and the Renaissance Ovid, 57. 
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The second attitude to sexual love finds its-most complete 
poetic expression in Comus (performed in 1634). There has been 
.a voluminous discussion of the idea of chastity in this poem and 
in particular a difference of opinion as to whether or not Milton's 
ideal at this time was total abstinence) But rather than enter 
this mine-field of interpretation I prefer to point to two pass- 
ages in the poem which have an immediate bearing on the subject 
of this thesis. What Milton sets against the 'carnal sensuality' 
of the'Ovidian tradition is a 'clear dream, and solemn vision' 
which tells each soul 
of things that no gross ear can hear, Till oft converse with heavenly habitants 
Begin to cast a beam on the outward shape, The unpolluted temple of the mind, And turns it by degrees to the soul's essence, Till all be made immortal.... (11.457-62) 
One is reminded by this of a sentence from T. S. Eliot's essay 
on Dante. Speaking of the Paradiso he says, 'It belongs to the 
world of what I call the high dream, and the modern world seems 
capable only of the low dream. '2 The high (or 'clear') dream to 
which the Elder Brother refers is Milton's answer to the low (or 
love-) dream of the Ovidian tradition. The connection of the 
former with the garden of meditation, or'solitary place 'far 
from the. cheerful haunt of men', is given a few lines earlier: 
And Wisdom's self 
Oft seeks to sweet retired Solitude, 
Where with her best nurse Contemplation 
She plumes her feathers.... (11.374-77) 
1 For a full list of relevant books and articles see Cary and Fowler, 172-3. E. M. W. Tillyard's Milton (19303 has an Appendix 
on 'The Doctrine'of"Chastity in Mi tT on -'(pp. 374-83). His con- 
clusion is that 'the magical idea of virginity was really re- 
pugnant to-Milton's nature. He believed in the flesh.... ' 
(p. 383). 
2. Selected Essays,: 3rd edn. (1951), 262. 
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(Saint-Amant's 'Solitude', one remembers, had been publish- 
ed only five years previously. ) 
What'is disturbing about Comus is that for all the persuasive 
force of the arguments in favour of chastity, jouyssance seems 
never far away. The Lady's attack on naturalism, which ends - 
But such as are good men can give good things, 
And that which is not good, is not delicious 
To a well-governed and wise appetite (11.702-4) 
('that which is not good, is not delicious' is a direct answer 
to 's'ei piace, ei lice'), provokes Comus to a splendid defence 
of Nature's fertility which is, for some readers at least, the 
high-spot of the poem. F. R. Leävis has noted in this passage 
the 'momentary predominance in Milton of Shakespeare', 
1 
but the 
'comparative sensuous richness, which is pervasive' must surely 
also derive from the 'smooth Elegiack Poets' and in particular 
from Ovid, who represented (Milton tells us in 'An Apology for 
Smectymnuus') what was 'most agreeable to natures part in me'. 
It was a part which could be overlaid or frozen into insentience 
by the 'deep ice' with which his heart had been 'belted' ever 
since his fateful decision to become a great Christian poet, 
but never entirely submerged. (Even Comus's assertion that 
if all the world 
Should in a pet of temperance feed on pulse, 
Drink the clear stream, and nothing wear but freize, 
The all-giver would be unthanked, would be unpraised 
Not half his riches known... (11.719-23j 
evokes as much a pagan Golden Age as it does the house of 
2' 
Chastity. ). The balance of Miltons sympathies in Comus bet- 
ween solitude and iouyssance, chastity and fertility, the 'high' 
1 Revaluation (1936), 48. 
2 There are clear streams in Tasso's paradise (see Aminta, ". 
11.693-7). 
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dream and the 'low' dream, seems curiously unstable (or at least 
I find it so), but to say this is merely to point once again to 
the seventeenth-century dilemma about what to do with the classical 
pagan legacy. 'In his hesitation between acceptance and rejection 
of this legacy - at least as far as its erotic elements are con- 
cerned - Milton follows in Spenser's footsteps, and in Comus I 
detect the same sense of divided loyalties that sets its mark upon 
Spenser's treatment of the Bower of Bliss. 
In Book IV of Paradise Lost this dilemma about the classical 
pagan legacy iý finally, even if precariously, resolved. In the 
Garden of Eden the low dream is the high dream, and"Adam and Eve 
enjoy their jouyssance in a place which is a'sweet retired 
Solitude' thus combining the positive elements of both paradises. 
(Milton calls the place 'A happy rural seat of various view' 
(1.247) which gives it a cosy domestic charm not unlike the 
'Summer Room' in Shirley's garden of meditation. ) At their very 
first appearance Adam and Eve are seen 'with native honour clad' 
(1.289) which is, as Professor: Fowler points out, 'a striking 
oxymoron; for the Golden Age was more usually portrayed as free 
from the restraints and falsities of honour' (The Poems, p. 630). 
With this phrase Milton has fused-at a'stroke'the naturalism of 
the Latin elegies and the concern with chastity of Comus to 
create yet another attitude to sexual love, which sees it both 
as natural, since what is 'native' is a gift from Nature, and 
Christian. " The description of Eve which follows exemplifies 
this new attitude: 
She as*a veil down to the slender waist Her unadorned golden tresses wore 
Dishevelled, but in wanton ringlets waved As the vine curls her tendrils, which implied Subjection, but required with gentle sway, And by her yielded, by him best received, Yielded with coy submission, modest pride, And sweet reluctant amorous delay. (11.304-11) 
Ar 
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This is one of the most remarkable passages in all seventeenth- 
century amatory literature. The sensuous suggestiveness of 
'golden... dishevelled... wanton' is intensified by the comparison 
between Eve's ringlets and vine tendrils, a figure with strong 
libertine associations (compare Herrick's 'I dream'd this mortal 
part of mine/Was metamorphoz'd to a Vine... I with my Tendrils did 
suprize; /Her Belly, Buttocks, and her Waste... '). 
l 
The balance 
here is very delicate. Milton wants Eve to be sensuous, sexually 
charged, all woman - but he obviously, doesn't intend her to be 
confused with a mere strumpet. In fact there are reasons to 
think that 'dishevelled' is meant to evoke a licit, rather than 
an illicit, femininity. J. B. Broadbent finds evidence from 
Renaissance literature and painting that exposure of the breasts 
was then 'less unusual, and therefore less exciting, especially 
in rural and low-class environments, than it has been since about 
1830; so it was easier for Milton to present Eve's nakedness as 
primary and genital - that is, procreative - than for us, who 
would tend to concentrate on secondary and more aesthetic excite- 
meets. On the other hand it suggests that obviously aesthetic 
features such as braiding the hair, - the entwining of art with 
nature generally - would arouse that secondary kind of excitement 
more than it does with us; so that Milton's checking of artifice 
with plain nakedness ('her. unadorned golden tresses wore Dis- 
sheveld') was then even more important than I have suggested. '2 
(As a specific example. of a Renaissance portrait showing both bare 
breasts and braided hair he cites Piero di Cosimo's profile of 
1 'The Vine', Martin, 16. 
2 Some Graver . "Subject , 
(1960), 187-8, n. 
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La Bella Simonetta at Chantilly. )1 We are reminded by this of 
the distinction I have already quoted by John Berger between 
nudity and nakedness: 'Nudity is a form of dress... To be naked 
is to be oneself [and] to be without disguise. ' Carew's mistress 
in 'A Rapture' lies nude on her couch, her snow 'bared' and her 
gold 'unbraded'(thereby implying that but recently they were un- 
bared and braided); Milton's Eve is merely herself, a naked woman 
'without disguise'. She is both pure and sensuous. 
Eve's'subjection' in the lines which follow isn't explicitly 
sexual, but this is a meaning implicit in the situation; the 'sweet 
reluctant amorous delay' she evinces continues the exquisitely 
delicate blend of purity and sensuality initiated in the descrip- 
tion of her hair. What in fact Milton does here is domesticate 
the Ovidian tradition of delayed fulfilment, and, by giving it this 
setting and these protagonists, legitimize it. Eve's 'coy sub- 
mission' isn't at all the sort of grudging surrender that libertine 
poets might have hoped for as the result of their persuasions to 
enjoy, for unlike the coy mistresses of the carpe diem tradition 
Eve submits entirely of her own free will and because she has 
nothing to lose, 'Honour' - 'sin-bred' honour, 'honour dishonour- 
able' (11.314-5) - not yet having been invented. (With the other 
kind of honour, honour with a small 'h' so to speak, Eve was in- 
vested at birth, as Milton has already told us in line 289. ) Dr. 
Fowler's reminder in his note to 'coy' (1.310) of the source of 
the idea of 'amorous delay' in the Ars Amatoria (II, 717-8) re- 
. inforces.: our sense of Milton's extraordinary, daring-in appropri- 
sting the enemy's weapons and making them his own.. A similar 
1--. -This is' illustrated in Bernhard Berenson's Italian Painters 
of the-Renaissance (1954), Plate 189. Simone asa 
non-pha is snake round her neck. 
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example occurs in Book VIII when Adam tells Raphael that 
To the nuptial bower 
I-led her blushing like the morn. (11.510-11) 
Dr. Fowler's comment on the apparent incongruity of a blush in 
conditions which admit of no shame is that seventeenth-century 
Englishmen 'had a strong taste for disdain or denial on the lady's 
part, so that however much M 
[ilton3 was on the side of fruition, 
he was bound to share a little in the feeling that "willing 
kisses yield no joy"' (The Poems, pp. 841-2). That is to say, 
Milton again raids current amatory practice to create the figure 
of a woman who combines the soft feminine charm of a heroine from 
a poem by Thomas Stanley (to whose Poems and Translations Dr. 
Fowler is indebted for the above quotation) and the sensuousness 
of the Thames-side damsels of the 'Elegia Prima', with the honour- 
ableness of Beatrice or Laura of whom a man can write 'displaying 
sublime and pure thoughts, withoui"transgression. ' He fuses what 
he took from Ovid with what he later, and in opposition to Ovid, 
came to take from Dante and Petrarch and creates out of both one 
of the most complete realizations of womanly potential to be found 
in literature. 
Immediately after the lines from Book IV quoted above occurs 
the following passage: 
Then was not guilty shame, dishonest shame 
Of nature's works, honour dishonourable, 
Sin-bred, how have ye troubled all mankind 
With shows instead, mere shows of seeming pure, 
And banished from man's life his happiest life, 
Simplicity and spotless innocence. (11.313-18) 
The 'shows' of line 316 appears to be a reference either to the 
'society woman's concern for 'reputation, ' or to Puritan sexual 
hypocrisy, butdit is easy to extend the meaning to include all 
erotic behaviour in life, or the depiction of erotic behaviour 
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in poetry, which is governed by 'Art'. The Art of Love is it- 
self a 'show'. Pleasures are stage-managed, strategies are 
elaborated, and a great deal of rhetoric is expended in the 
effort to put 'honour dishotiourable' to flight, as in 'A Rap- 
ture'. It is all very far removed from the 'Simplicity and spot- 
less innocence' of the pre-lapsarian Eden. Nature itself is 
without shame, but in Art the element of showing on the one hand 
and of looking on the other is paramount and in itself shameful. 
The voyeuristic element is a little further on given a dramatic 
embodiment in the figure of Satan who, as he peers at the happy 
couple picnicking, is 'still in gaze, as first he stood' (1.356), 
and then later eyes them askance 'with jealous leer malign' 
(11.503-4) as they lie 'Imparadised in one another's arms. ' 
What Satan in fact leers at is emphatically not a show, except 
of course for Satan himself who is in Hell tormented by 'fierce 
desire.. Still unfulfilled' 
(11.509-11): 
So spake our general mother, and with eyes 
Of conjugal attraction unreproved, 
And meek surrender, half embracing leaned 
On our first father, half her swelling breast 
Naked met his under-. the flowirig'gold 
Of her loose tresses hid... 
, 
(11.492-97) 
Mr. Broadbent describes the tone of this perfectly when he says 
that 'Milton has [here] avoided pornography on one hand and idea- 
lism on the other... [Hej has still not descended to witty bru- 
talism, nor sensationalised the contact; but, 0. has struck a 
balance which is also part of the larger, theological balance 
of Paradise' (Some Graver Subject, P. 190). The contact between. 
the lovers is reciprocal rather that exploitative (compare 'half 
her swelling breast/Naked met his.... ', with 'There myenfranchiz'd 
hand, on every. side/Shall o're thy naked polish'd Ivory slide'), 
1 
1 'A Rapture' ,' 11.29-30. 
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and here as in the actual love-making (11.736-47) we have a sense 
of freedom, mutuality and the absence of coercion. 
The 'balance' is continued in the passage which describes 
Adam and Eve's 'blissful bower' (1.689 ff. ), so like yet also so 
unlike the Spenserian Bower of Bliss. In fact it bears a closer 
resemblance to Spenser's Garden of Adonis which, as C. 
S. Lewis 
reminds us, stands for 'nature, fecundity, 
life'. 
1 
But because 
he is more concerned with 'balance' than Spenser, 'Milton 
is more 
daring. Spenser's Garden is quite artless ('There was a pleasant 
arbour, not by art, /But of the trees owne inclination made', 
F. . III, vi, 44) but Milton's was made 
for Adam and Eve by God 
('it was a place/Chosen by the sovereign planter', 11.690-91). 
In other words, Milton again has it both ways. He manages to 
suggest both the artificial splendours of a Bower of Bliss or 
Loves Elizium ('Crocus, and hyacinth with rich inlay/Broidered 
the ground, more coloured than with stone/Of costliest emblem', 
11.701-3), and also the-meditative locus amoenus of quite another 
tradition. 
In his essay 'Adam Unparadised'Frank Kermode draws attention 
to the care Milton took in choosing his garden. He deliberately 
used the Vulgate translation of Genesis ii. 8'and 15 which des- 
cribes the garden as a paradisus:, voluptatis and a paradisus 
deliciarum but he was careful to distinguish. it from a libertine. 
garden, 'or from any connection with 'Courtly love'', by his dis- 
claimers in lines 744 ff. and 769-70.2 Perhaps we are justified 
in calling it-a. libertine paradise, but one which-has been. taken 
over*and sanctified for higher uses. Within this paradise Adam 
and: Eve 1ie down side by side, 
11 The'A1legory, of. Love , 326. 
2 "See-Frank Kernode,, ed. 
at 
The Living Milton (1960), 103 and 
. 
111-2 
The-essay is reprinted in ro essor ermode, s Shakespeare, Cnnnenr Donn , ; 1971). 
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nor Eve the rites 
Mysterious of connubial love refused: 
Whatever hypocrites austerely talk 
Of purity and place and innocence, 
Defaming as impure what God declares 
Pure, and commands to some, leaves free to all. (11.742-47) 
Sister Mary Irma Corcoran has pointed out in connection with 
these lines how Milton 'seems to have found no problem in the 
fact that offspring were not begotten before the fall', 
I 
and it 
is the deliberate choice of this exegetic tradition rather than 
" any other that prompts Frank Kermode to conclude that 
'for Milton 
the joy of Paradise is very much a matter of the senses' (p. 103). 
Without a trace of libidinousness, Milton yet lays the stress 
firmly on fruition and a fruition which is conceded ('nor Eve... 
refused') without persuasions, forensic expostulations, or sug- 
gestions of brevis voluptas. The whole scene of the prima nox 
breathes a perfume which is like that of a scene from the Amores 
elevated to the rarefied atmosphere of the Divina Commedia. It 
is here, surely, rather than in the amatory poetry of the Eliza- 
bethan or Caroline poets, that we find the most persuasive example 
of an un-dissociated sensibility at work. 
That Milton knew who were at that time the enemies of such 
a sensibility is proved by the reference to the Puritan 'hypocrites' 
in lines 744-7 on the one hand, and to the practitioners of 'court 
amours' in lines 765-70 on the other. Between these passages comes 
his panegyric to married love (1.750 ff. ) which is the norm by 
reference to which the other amatory, and anti-amatory, tendencies 
of his time are 'placed'. A point of perfect-balance seems to 
have been reached. But this moment of balance - balance in the 
poem,,; in seventeenth-century amatory poetry, 'and'=(for, believers) 
1 Milton's Paradise with Reference to the Hexameral, Ba ckground 
(Washington,. 1945), 77. 
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in the history of mankind - is too good to last, and even within 
the garden of Book IV there are premonitory hints of imperfection 
1 
and sin. A minor portent is the serpent in 11.347-50 which 'of 
his fatal guile/Gave proof unheeded' and another is Eve's dream 
in Book V which Adam explains by reference to the workings of 
'fancy' (1.102 ff. ). The libertine suggestions of the word are 
reinforced by the persuasiveness to enjoy of the dream itself 
('methought/Close at mine ear one called me forth to walk/With 
gentle voice', 11.35-7) which suggests the opening of a love- 
dream and hints at Eve's inevitable regression to the unredeemed 
world of the Ovidian tradition. (It is significant that when the- 
Fall finally occurs and Adam and Eve enjoy their first night of 
guilty love-making (Book IX, 11.1034 ff. ) it is by 'conscious 
dreams' that they are 'encumbered' (11.1050-1). ) It is not, 
however, until Adam's long discussion with Raphael in Book VIII 
that Milton's change of attitude towards sexual love becomes per- 
ceptible and alarming. Mr. Broadbent has given a harsh but per- 
suasive account of the 'clumsily pretended naivete, smirking 
abasement, vulgarity, bad conscience, self-reproach' of Adam's 
arguments (Some Graver Subject, p. 244 and ff. ) and without giving 
unqualified assent to these criticisms it -is yet possible to feel 
that there is a sad let-down, almost a trahison des clercs, in 
Adam's eagerness to exculpate himself from the baleful effects 
of passion: 
here passion first I felt, 
Commotion strange, in all enjoyments else 
1I particularly like Mr. Broadbent's. subtle account'of line 331: 'Suddenly the line ending catches up with us: "to thir Supper Fruits they fell". The compliance of the boughs be- comes sinister, the aside-long relaxation of-Adam and Eve is a perilous. declination from erectitude, and in a moment .. Satan' _s curses break in-on us', . 
Some Graver Subject : 1,186. 
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Superior and unmoved, here only weak 
Against the charm of beauty's powerful glance. 
Or nature failed in me... (11.530-34) 
For well I understand in the prime end 
Of nature her the inferior.... (11.540-41) 
It is this sense of loving below himself (so to speak) that trans- 
forms the splendid equality and reciprocity of the relations be- 
tween man and woman in Book IV into' something much closer to what 
Mr. Broadbent, in a characteristically pungent phrase (although 
he uses it in a different context), calls 'the semolina of bour- 
geois marriage'. 
' Throughout Book VIII-Adam too often sounds like 
a Restoration gentleman who stands upon a determination to be 
'superior and unmoved' and Raphael like a stern father instructing 
his inexperienced son on how to 'manage' a difficult wife. The 
other side of the same coin is condescending adoration. Adam, 
having delivered his unflattering opinion as to Eve's incapacity 
for 'the prime end of Nature', goes on to say that she is, in 
spite of her sad inferiority, yet 'wisest, virtuousest, discreet- 
est, *best' and much more in the same vein (11.546-59), of which 
k Mr. Broadbent very rightly says: 'The chivalrous elevation of 
women onto a pedestal, wrapping "an awe About her, as a guard 
Angelic plac't", is both idolatry and a selfish degradation of 
women below the active importance of manhood' (p. 246). This 
has a particular relevance for my subject for, as I hope to 
show when I come to write about the decline of eroticism, the 
generally non-erotic nature of Augustan love-poetry bears a 
close relation to the 'chivalrous elevation of woman onto a 
pedestal'. In'a polite society, ', women become more important- : 
socially but less important in-the sense=which matters for the 
1ý -Some Graver "Subj ect, - 191. The full - quotation reads: v ! Much 
of the semolina of bourgeois marriage that we regard as. 
typically Victorian is to be found, in Milton, as in the 
: increasingly domestic plays of, -the 17th Century, and in Pope.:. But in Paradise it is not -yet sticky. '- 
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creation of a powerful literature of love and erotic attrac- 
tion. 
The fourth attitude towards the sexual life to be found in 
Milton's poetry is therefore one which has to take into account 
'fallen' man and the necessary conditions of his life on earth: 
social restraints, education, the institution of marriage, and 
questions of equality and inequality (see Eve's self-questionings 
in Book IX (11.821-25) which ends with the prophetic phrase, 
'for inferior who is free? '). It is an attitude necessarily 
made up of qualifications and distinctions. So Raphael has to 
distinguish between legitimate and illegitimate forms of love 
by telling Adam that 'In loving thou dost well, in passion not' 
(1.588), which is, as C. S. Lewis reminds us (The Allegory of 
Love, p. 14 ff. ), a perfectly justified distinction in Christian 
thought and one with a long theological tradition but yet seems 
sadly legalistic after the spontaneity of sexual relations in 
Book IV, where definitions of a passion distinguishable from 
the love which inspired it could never have arisen. The fact 
is, once his moment of supernal vision is past, Milton becomes 
once again a man of his age whose account of the sexual relations 
permissible to sinful man in a Protestant society must necessarily 
be of that age. From Paradise, Man 'falls' into the bosom of 
Restoration England. 
It is therefore not surprising to find the atmosphere of the 
post-lapsarian Garden distinctly matter-of-fact. Adam's word 
for love-making is: 'play' (Book IX, 1.1027) with its connotation 
of anlautonomous, activity undertaken for pleasure (quite an 
Ovidian connotation , in. fact), and-'the'speech in-, which this word 
occurs is, as Douglas Bush rightly points out, one of 'hard-boiled 
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levity' which ends in a 'sensual invitation'. 
1 Adam's words, 
in particular the possessive animalism of "enjoy" (1.1032), 
reveal the extent of his corruption' (ibid. p. 106). Adam's 
'glance or toy/Of amorous intent, well understood/Of Eve 
(11.1034-36) is a bit of amorous byplay straight out of the 
tradition of the Art of Love. (Compare: 
Watch me for nods and looks that talk 
and unobserved return my signals 
in the language of eyebrows and fingers 
with annotations in wine 
from Amores I, iv. ). The place the fallen pair go to to make 
love, although superficially like the 'blissful bower' of Book IV, 
is now a Bower of Bliss in the Spenserian sense and its 'verdant 
roof embowered' (1.1038) has some of the pretty, distracting 
charm of the 'trembling leaves' and 'dancing shade' in Carew's 
Elizium. (Dr. Fowler also makes a small but telling point when 
he observes that the indefinite article in 'and to a shady bank... 
He led her nothing loth' (11.1037-9) indicates that the couple 
'now copulate casually, wherever they happen to be. ')2 Con- 
scious dreams of a kind only too familiar to readers of Caroline 
and Restoration amatory verse encumber their sleep and their 
voluptas is indubitably short and filthy and accompanied by an 
unpleasant aftertaste (see lines 1063-5). In short, we are back 
in an ethos of pagan love-making but without the benefits of 
pagan-innocence - the inevitable seventeenth-century sexual im- 
passe. Our final view of Adam and Eve 
1 Paradise Lost in Our Time (Ithaca, 1945), 105. Professor 
Bush's-chapter gives, an admirable account of how the bowers 
of Books IV and. IX are related, and how both derive from 
Hera and ' Zeus', s bower in the I liad ', Bk. ' XIV. 
2- The Poems, ', 916. 
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both in subjection now 
To sensual appetite, who from beneath 
Usurping over sovereign reason claimed 
Superior sway (11.1128-31) 
leads us straight into the erotic world of the Restoration. 
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9 Dryden. 
Poi, s'egli avvien the grazia dal signore 
Impetri, e 'lascia ogni pensiero strano, 
Et prende assai d'ardire et di valore; 
Tal er'io e tal divenni per 1'umano 
Suo ragionarei et a lei m'accostai, l 
Stendendo fra lenzuol la fredda mano. 
(Machiavelli: 'La Donzella de Circe') 
She softly sighing begs delay, 
And with her hand puts-his away, 
Now out a loud for help she cryes, 
And now despairing shuts her Eyes. 
(Dryden: 'Epithalamium' from Ambo na) 
The greatest of the Restoration poets displays in his poetry 
both tendencies I first draw attention to in my fifth chapter. 
In his sexual attitudes he is both hard-boiled and soft-centred 
but what he fails to be is tough and tender at the same time. It 
is as if the 'alliance of levity and seriousness (by which the 
seriousness is intensified)' which T. S. Eliot associated with 
Marvell2 is beginning to come apart at the seams, with the tough 
levity going off in one direction and the tender seriousness in 
another. To illustrate this split we must first look at Dryden's 
attitude to Ovid, preceptor of the Art of Love. 
In the 'Dedication of Examen Poeticum' Dryden declares that 
his Ovid translations 'appear to me the best of all my endeavours 
of this kind', and he gives asI his reasons Ovid's relative easi-, 
ness"to 'translate and the fact that 'perhaps, too, he was more 
1 'Then just-as a prisoner, having obtained a pardon"from'his 
master. throws aside all restraint and becomes bold and fear- `less, so was I emboldened by her invitation and moved over' [in the bed] towards her, stretching out my--, cold hand from 
aa. U--beneath the sheets .4 
2, - Selected Essay, ° 296. - 
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r 
according to my genius. '1 In the 'Preface to the Fables' he 
calls Ovid together with Chaucer 'well-bred, well-natured, 
amorous and libertine' (Ker, II, 254). The temperamental affi- 
nity between the two men comes across strongly in Dryden's three 
translations from the Amores (published 1684 and 1704) where 
Dryden's own good breeding and good nature are allowed full 
play. But in spite of this affinity, there is yet a marked 
difference in tone between Ovid and his translator which is 
of some significance for erotic verse, and this is perhaps best 
expressed by pointing to the more obviously public context of 
Dryden's utterance. Lines like the following from Amores I, iv 
are of course 'public' in that they are meant to be read and 
admired by a discerning audience (the repetition of 'verba' in 
the second couplet implies a rhetorical - that is, public and 
even oratorical - mode), but at the same time they are unques- 
tionably addressed to Corinna: 
me specta nutusque meos vultumque loquacem. 
excipe furtivas et refer ipsa notas. 
verba superciliis sine voce loquentia dicam, 
verba leges digitis, verba notata mero. (11.17-20) 
(Watch, me for nods and looks that talk 
and unobserved return my signals in the language of eyebrows and fingers 
with annotations in wine. ) 
Here as everywhere in the Amores there is a lively sense of person 
speaking to person and of an intrigue between two, and only two., 
. 
people - however many others may be listening at the keyhole. 
(It is this swift, bantering, conspiratorial tone that is so 
well caught in'Guy Lee's slangy modern translation. ) But in 
Dryden's version of the same lines there is instead the strong 
suggestion ofa man speaking, or reading aloud, `ýin ä public place: 
1 Essays of John Dryden, 'ed. W. P. Ker (Oxford, " 1900),. II, 9. 
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My lifted Eye-brow shall declare my Pain 
My Right-Hand to his fellow shall complain. 
And on the Back a Letter shall design; 1 
Besides a Note that shall be Writ in Wine. (11.21-24) 
The measured cadences, the end-stopped lines, the generalized 
language ('my Pain... to his fellow... shall design') and the epi- 
grammatic neatness all militate against a sense of one person 
speaking to another; we are not pitched headlong, as we are so 
often with Donne, into the centre of a personal drama. 
Donne's lines from 'Tutelage' (Elegy 7) which derive from 
the same source are nearer to Ovid in this respect than they are 
to Dryden: 
Foole, thou didst not understand 
The mystique language of the eye nor hand: 
Nor couldst thou judge the difference of the aire 
Of sighes, and say, this lies, this sounds despaire. (11.3-6) 
J. B. Leishman compares another passage from Donne ('Jealosie' 
(Elegy 1), 11.17-20) with the same poem from the Amores and 
contrasts 'Donne's rapidity and vivid concentration' with 'the 
leisurely elaboration of Ovid, who is, as it were, rather coolly, 
methodically and exhaustively working out a prescribed theme' 
(The Monarch of Wit, pp. 60-1). However I think he goes too far 
when he concludes that 'while Ovid merely describes situations, 
Donne enacts them', thereby appropriating Donne to drama and 
relegating both Dryden (who also features in Leishman's com- 
parison) and Ovid to descriptive oratory. The fact is that 
Ovid is often, although not invariably, dramatic himself; in 
this-respect he occupies an intermediate position between Donne 
and Dryden. Dryden bears witness to Ovid's dramatic flair in 
1 The Poems of John Dryden, ed. James Kinsley (Oxford, 1958), 
IV, 1770. All quotations from Dryden are from this edition. 
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An Essay of Dramatic Poetry where he says that 'he of them who 
had a genius most proper for the stage, was Ovid' (Ker, 1,53); 
more interestingly, 'in the 'Preface to Annus Mirabilis' he com- 
pares Ovid to Virgil and says that the former 'images more often 
the movements and affections of the mind... [which3 is the proper 
wit... of the Drama', whereas 'Virgil speaks not so often to us in 
the person of another, like Ovid, but in his own' (Ker, 1,15). 
Dryderi, here distinguishes between what T. S. Eliot has called the 
second and third voices of poetry: 'The second is the voice of 
the poet addressing an audience, whether large or small. The 
third is the voice of the poet when he attempts to create a 
dramatic character speaking in verse. '1 Dryden addresses an 
audience directly, whereas Ovid and Donne create personae who 
express the author's point of view indirectly through the medium 
of a dramatic monologue. Even when Dryden imitates the third 
voice, as in his Amores translations, he continues to suggest 
the second, a fact which is of cardinal importance for this 
thesis because it implies a basic incompatibility between the 
cast of mind which produces erotic verse and neo-classicism. 
Erotic immediacy demands drama, a vivid sense of being face-to- 
face with another person, and a particularity of sense-perception; 
the reasonableness, discursiveness and good breeding of the neo- 
classical gentleman just isn't compatible with these qualities, 
although Pope and (with reservations) Swift are notable excep- 
tions. - 
Of course Dryden--wouldn't have accepted what we see as 
limitations as being limitations. He does, after all, award the 
palm to Virgil, -rather, than to Ovid - to Virgil who, speaking with 
1 On-Poetry and Poets '89. :.. 
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the second voice, 'relates almost all things as from himself, 
and thereby gains more liberty than the other, to express his 
thoughts with all the graces of elocution, to write more figu- 
ratively, and to confess as well the labour as the force of his 
imagination' ('Preface to Annus Mirabilis', Ker, I, 15-16). 
The loss of Ovid's liveliness and playfulness, like the super- 
1 
cession of Cowley's 'points of wit, and quirks of epigram', 
he would have regarded as the inevitable corollaries of the 
Virgilization of the English tongue, for 'strength and elevation 
are our standard' ('Dedication of the Aeneis', Ker, II1 229). 
That Virgil and not Ovid was the source of this 'strength and 
elevation' there can be no doubt. R. A. Brower has pointed to 
Dryden's conscious dependence on the Virgilian model and con- 
cludes that 'a considerable number of Dryden's Latinized vocables 
and idioms and especially of his circumlocutions may be traced 
to the Virgilian poems. '2 If anything, Dryden goes one better in 
terms of 'elevation'; 'in, practically all the other periphrases 
tin the Aeneid translation] for which there is a Virgilian ori- 
ginal, Dryden's equivalent is at once more vague and more ab- 
stract' (Brower, p. 214). In. other words, the movement towards 
'graces of elocution' is necessarily one away from drama and 
specificity. The new dignity and decorum is purchased at the 
expense of the Art of Love. 
- Generally Dryden's attitude to Ovid is considerably more 
critical than the passages so far quoted might seem to suggest. 
From. the. point of view of ,a poet with epic pretensions there is 
1 "'A Discourse-concerning, the Original and Progress of Satire', Ker, " II, 108-9. 
2' 'Dryden's Poetic Diction and Virgil', P, 18 (1939), 211. See 
v _' also 'Brower' s ,' Dryden' s, Epic Manner anýVirgil' , _, 55 (1940), 
-119-38. 
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something a little light-weight, not to say frivolous, about 
the greatest of the Latin elegiac poets. In 'Preface to the 
Fables' Dryden speaks of Ovid's 'glittering trifles', his 'boy- 
isms' and his use of 'turns' in circumstances where they are 
'always to be shunned, because passions are serious, and will 
admit no playing'*(Ker, II, 256-7). In the 
'Preface to Sylvae' 
he comments in passing on the 'trifling tenderness of Ovid' 
(I, 258). Ovid' s appeal is to 'soft admirers' ('Dedication of 
the Aeneis, II, 194), and he is such a poet as to have 'almost 
all the Beaux, and the whole Fair Sex, his declared patrons' 
('Preface to the Fables', II) 248). Dryden's own ambition, by 
contrast, as he declares it in 
'A discourse concerning the Origi- 
nal and Progress of Satire', is to 'write only for the pleasure 
and entertainment of those gentlemen and ladies, who, though they 
are not scholars, are not ignorant: persons of understanding and 
good sense' (II, 111). Sexual relations between such people can 
be noble and tragic, or they can be brisk and matter-of-fact, 
but what Dryden seems to rule out is that they should be both 
playful and serious at the same time ('because passions are 
serious, and will admit, of no, playing'). In other words, Ovid's 
characteristic manner, where levity intensifies the seriousness 
(to adapt Eliot's comment on Marvell to another poet who has an 
equal right to it), is now only deemed fit for 'soft admirers'. 
'Persons of understanding and, good sense' will demand something 
more elevated, or if they are men and in holiday mood, they will 
settle for something considerably more matter-of-fact. 
It is Dryden's hostility to the whole middle ground of 
amatoryýdiscourseywhich explains the famous judgment on Donne, 
that he 'perplexes the'mind of the fair sex with nice speculation 
IG 
of-philosophy, when--he should-engage'their hearts, and entertain 
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them with the softnesses of love' (Ker, II, 19). This patron- 
izing attitude towards women is, as Wilbur Sanders agreeing 
with Grierson points out, 'irredeemably vulgar - apart from 
being insulting to "the fair sex" in a manner more far-reaching 
than Donne ever aspired to' (John Donne's Poetry, pp. 76-7). 
It indicates the widening gap, a gap once filled by the Ovidian 
Art of Love, between a poetry of 'softnesses of love' on the 
one hand and of brutal sexual matter-of-factness on the other. 
The matter-of-factness may be more easily illustrated. It 
shows in the way Dryden broadens or coarsens what Ovid leaves dis- 
creetly veiled or ambiguous. It is what Sir Walter Scott notices 
in his life of Dryden when he says that 'where there was lati- 
tude given for coarseness of description and expression, Dryden 
has always too readily laid hold of it. i1 To take an example 
from the same Ovidian elegy discussed above (Am_ es, I, iv), 
Dryden gives us - 
Take not his Leg between your tender Thighs, 
Nor, with your Hand, provoke my Foe to rise (11.55-6) 
where Ovid merely writes - 
nec femori committe femur, nec crure cohaere, 
nec tenerum duro cum pede iunge pedem. (11.43-4) 
(Don't press your thigh or your leg against his 
or touch his coarse feet with your toes. ) 
The 'provoke my Foe to rise' is a gratuitous piece of sexual 
double-entendre on Dryden's part. In a similar vein Dryden gives 
us four lines for the two in which Ovid describes the clandestine 
love-making beneath a cloak: 
" saepe mihi dominaeque meae properata voluptas 
veste sub iniecta dulce peregit opus. (11.47-8) 
. (We've often made love. under. your cloak, sweetheart, in a glorious race_against time. ) 
1. Lives of Eminent Novelists and Dramatists (London and New York, 1887 , 377. Dryden s life was not included in the original "'ý edition (1825). 
I 
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How oft have I been forc'd the Robe to lift 
In Comp any; to make a homely shift 
For a bare Bout, ill huddled o're in hast, 
While o're my Side the Fair her Mantle cast. (11.59-62) 
The relish with which Dryden describes the 'bare Bout' is like 
a wink of complicity between gentlemen. It recurs in his trans- 
lation of 'sinus papillae' by 'pretty Bubbies' (line 46) and in 
the substitution of 'Whore' for 'puella' in the first line of 
'Book II, Elegy the Nineteenth' (Kinsley, I, 364). -The husband's 
'puella' in Amores II, xix is decidedly not a whore. She is a 
respectable married lady and Ovid's attitude towards her is play- 
ful but respectful, a tone which Donne catches perfectly in his 
first Elegy.. Dryden relegates her to Low Life - to which of 
course gentlemen have access but which mustn't nevertheless be 
confused with Society; that is, 'persons of understanding and 
good sense'. Similarly Dryden transforms lines thirty-one to 
-four of the elegy 
quod licet et facile est quisquis cupit arbore frondes 
carpat et e magno flumine potet aquam. 
si qua volet regnare diu, deludat amantem - 
ei mihi, ne monitis torquear ipse meist 
(If you want what's easy to get pick leaves off trees, 
drink Tiber water, 
but if you want your power to last deceive your lover. 
Perhaps I'll live to regret that advice) 
into this: 
Let him who loves an easie Whetstone Whore, 
Pluck leaves from Trees, and drink the Common Shore. 
The Jilting Harlot strikes the surest blow, 
A truth which I by sad Experience know (11.31-4) 
(Kinsley, -I, 364). . The change from Ovid's amusing confession 
of vulnerability-in the last. line, to Dryden's man-about-town 
confidence and assumption of worldly experience, is another 
indication of'the shift in Dryden's day from a personal-social 
tone, -to a toine. 'which. is heavily tilted towards the social. 
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In his translation of the first book of the Ars Amatoria 
(Kinsley IV, 1778) Ovid's 
Nos venerem tutam concessaque furta canemus,, 
Inque meo nullum carmine crimen erit. (11.33-4) 
(I mean to sing of love-making without risks, and of 
legitimate intrigues, and I promise that there will be no 
wrong-doing in my songs! ) 
I 
becomes 
I-sing the Brothels loose and unconfin'd, 
Th'unpunishable Pleasures of the Kind; 
Which all a-like, for Love, or Mony find. 
(11.37-9) 
thus turning Ovid's flighty girls into harlots. Admittedly the 
edition of Ovid which Dryden 'seems to have used calls the girls 
'ignobiles faeminas', l but that is no excuse as the context shows 
their real status only too clearly. 
In this same translation Ovid's 'semel tangas' in.. line 92 
becomes 'for a single Bout' (1.102), and Ovid's 'legs' or 'ankles' 
in line 156 becomes 'naked Thighs' (1.183). Finally, where Ovid 
argues that though there is shame in beginning an affair, yet 
when someone else begins it, it is pleasant to submit (11.705-6), 
Dryden has. - f 
This is the'Sex; they will not first begin, 
But when compell'd, are pleas', d to suffer Sin (11.804-5) 
thereby generalizing 
and moralizing the case and showing up women 
for the flighty, immoral creatures they really are. 
2 
That such notes of, matter-of-factness and condescension seem 
nevertheless entirely appropriate to satire raises the fascinating 
question ofrthe, relation between satire and love poetry. J. B. 
1_P. Ovidii Nasonis Poeta Omnia, ed. Borchard Cnipping (Leyden, 
1670)9 I, 513.., For. the whole question of the Latin editions 
usedr. by_: Dryden; 'seeJ: Bottkol, 'Dryden's-Latin Scholarship', 
, 
H. T., Swedenberg ed., Essential Articles for the Study-of John 
Dryden (1966),. 400. 
.2 'A ; 
similar-list of- telling alterations- could be compiled from Dryden's-. translations from the Metamorphoses: for example 
his treatment o the change ofýsex at tZhe end, of Book IX (Kinsley II, 828. See in particular his translation of 11.787- 911'(Dryden11: 96-9) with the sexual double-entendre in the last line. 
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Broadbent tackles this problem at a radical level by*arguing 
that Rochester's example 'suggests more generally that the 
Augustans' satirical skill was related to sadism, to cloacal 
obsession, and to impotence - states which prevented them 
writing positive love poetry, or indeed any literature about 
intimate relations between people. '1 The implications of this 
are of vast importance for my subject but I prefer to skirt the 
coasts of this large territory and to make instead the more 
specific point, that for the expression of certain forms of 
sexual feeling, as for example sexual mockery or disgust, the 
satirical mode seems ideally suited. When Dryden translates a 
satirical poet writing about love he is brilliantly successful 
for there is no broadening or coarsening in his own satirical 
treatment which is not to some extent an intensification of 
effects intrinsic to the original. In such works, what William 
Frost calls the 'unbuttoned ease of [Dryden's] manner'2 has 
perfect scope. This may, for example, be seen in Dryden's trans- 
lation of the Sixth Satire of Juvenal where Dryden's relish is 
only Juvenal's relish writ large - or, at least, writ Augustan. 
Dryden's translation of lines 368-73 is, unlike his treatment 
of the Ovid elegies, in no way a falsification of the spirit of 
the original: 
but their solid joy 
Is when the Page, already past a Boy, 
Capon'd late; and to the Gueldershown, 
With his two Pounders, to Perfection grown. 
When all the Navel-stripg cou'd give, appears; All but the Beard; and that's the Barber s loss, 
not theirs (11.485-90) 
1 Poetic Love, 257. See also Matthew Hodgart, Satire (1969), 
Chapter 1. ; 
2 Dr den, and"the-Art of Translation, Yale Studies in English, 
128 (New Haven, 1955), 67. With the exception of a brief comment-'on Dryden's translation of Juvenal's Sixth Satire (p. 68) Professor Frost does not mention any of the passages I here discuss. 
-260- 
(Kinsley II, 708). The sexual play on 'two Pounders' (in the 
Latin text they are merely 'bilibres')and the 'Navel-string' 
are Dryden's own characteristic inventions. 
1 
William Gifford's 
translation of the same lines with its high Augustan decorum - 
so high, in fact, that he leaves out the second half of the 
passage - shows off, by contrast, Dryden's racy liveliness to 
perfection: 
But oh: their joys run high if he be form'd 
When his full veins the fire of love has warm'd; 
When every part's to full perfection rear'd, 
And nought of manhood wanting, but the beard. 
2 (11.553-6) 
By Gifford's time Augustan idiom has congealed into a cold pudding 
of poetic diction ('full veins... fire of love... nought of man- 
hood wanting') which is quite incapable of reproducing the savage 
irreverence of Juvenalian satire. This indeed is where the 
, 
'Virgilisation' of English diction finally. -leads to. - It takes 
Byron's impudent genius to restore the strain of high-spirited 
irreverence to English poetry. 
When we turn from Dryden's translations of Juvenal to his 
translations of Lucretius (still confining ourselves to his 
translation of amatory, passages) we have a very different ver- 
dict to return. On the same page where he describes Dryden's 
'coarseness of description and expression', Sir Walter Scott 
says that 'in translating the most indelicate passage of Lucre- 
tius, Dryden has rather enhanced than veiled its indecency. ' 
1 Strictly speaking Dryden's Juvenal is an imitation rather than a Varaphrase - see Dryden's distinction between these 
two in Preface to the Translation of Ovid's Epistles', 
Ker, I, ý237. ', But my point is that, in spite of the freedom this gives him to 'vary from the words and sense', he yet 
comes closer to'the spirit of the original than with his Ovid 'paraphrase'. 
2 The Satires of Decimus Junius Juvenalis (1802), 201. The 
Loeb edition disgracefully omits the entire passage in-trans- lation. 
$ 
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However this isn't the form a modern reader's objection to 
Dryden's treatment of Lucretius is likely to take. Dryden 
doesn't so much-'enhance' Lucretius's indecency as create a 
sense of indecency where none can be said to exist in the ori- 
ginal. The effect of his translation of the great passage from 
Book IV of De Rerum Natura ('Concerning the Nature of Love', 
Kinsley, I, 413) is to trivialize sexual experience, Lucretius 
writes of the impossibility of a total union between lovers with 
a kind of despairing intensity: 
sic in amore Venus simulacris ludit amantis 
nec satiare queunt spectando corpora coram 
nec manibus quicquam teneris abradere membris 
possunt errantes incerti corpore toto. 
denique cum membris collatis (lore fruuntur 
aetatis, iam cum praesagit gaudia corpus 
atque in eost Venus ut muliebra conserat arva, 
adfigunt avide corpus iunguntque salivas 
oris et inspirant pressantes dentibus ora, 
nequiquam, quoniam nil inde abradere possunt 
nec penetrare et abire in corpus corpore toto... 
(11.1101-11) 
(So in love,. Venus mocks lovers with images [Lucretius 
has been describing what is in effect a love-dream] nor 
can bodies ever in real presence satisfy lovers with 
looking, nor can they rub off something from tender 
limbs with hands wandering all over the body. Lastly, 
when clasped body to body they enjoy the flower of 
their age, and the moment when the body foretastes 
its joy and Venus is on the point of sowing the woman's 
field, they cling greedily close together and join their 
watering mouths and draw deep breath pressing teeth on 
lips; but all is vanity, for they can rub nothing off 
thence, nor can they penetrate or be absorbed body in 
body... ) 
Dryden's version of this is a kind of noble ranting: 
So Love with fantomes cheats our longing eyes, Which hourly seeing never satisfies; 
Our hands pull nothing from the parts they strain, But wander o're the lovely limbs in vain: Nor when the Youthful pair more clossely joyn, When hands in hands they lock, and thighs in thighs they Just in the raging foam of full desire, twine; When both press on, both murmur, both expire, 
ý. 
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They gripe, they squeeze, their humid tongues they dart, 
As each wou'd force their way to t'others heart: 
In vain; they only cruze about the coast, 
For bodies cannot pierce, nor be in bodies lost. 
1 (11.67-78) 
It is characteristic that Dryden should make the limbs 'lovely', 
that he should sensationalize the embrace and leave out the elo- 
quent reference to Venus 'on the point of sowing the woman's 
field. ' There is something distasteful, too, about 'pressantes 
dentibus ora' (1.1009) being inflated to 'their humid tongues 
they dart', and about the clever irrelevance of 'they only cruze 
about the coast. ' Generally Dryden's metaphorical intrusions de- 
tract from the seriousness of the original. Another example 
occurs a few lines further on where Dryden translates - 
tandem ubi se erupit nervis collecta cupido, 
parva fit ardoris violenti pausa parumper (11.1115-16) 
(At length when the gathered desire has all been exhausted, 
there is a short pause for a while in the furious burning) 
by: 
Then, when the gather'd bag has burst its way, l 11.83-4 And ebbing tydes the slacken 'd nervs betray.... 
The 'gather'd bag', as James Kinsley points out (IV, 1950), evokes 
Carew's comparison between the lover and a bee ('A Rapture', 
11.55 ff. ) and the rich sexual connotations this reference stirs 
up, together with the metaphorical tangle of the couplet as a 
whole, distances the stark immediacy of Lucretius's lines. Simi- 
larly. Lucretius's 'rabies' and 'furor' 1 (1.1117) burn and-sting 
whereas Dryden's 'recruited rage' and 'vain. violence' (11.86-7) 
are merely splendid, sounding rhetorical tropes. Even 'the secret 
sore of 1ingring love' in the last line of the passage (1.92) is 
"a 
1 .I have corrected-'nervs' for 'nerves' from the original text. 
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a diminution of Lucretius's bitter and dismissive 'vulnere 
caeco' (1.1120). 
1 
In his translations from Ovid and Lucretius, then, Dryden 
both heightens the coarseness and diminishes the erotic intensity 
of the originals. It is as if he scales down the Art of Love 
to the dimensions of conversation in a London coffee-house. The 
complement of-this coffee-house forthrightness and moderacy, of 
this assumption of a tone appropriate to a gentleman talking to 
gentlemen, is a sentimentalization of sexual relations in mixed 
company. Women Are more than ever admired as sweet and elegant 
creatures, but the palette of colours available for the depiction 
of the feelings they inspire is restricted to pastel shades. The 
growing polarization between the over-hard masculine and the over- 
soft feminine is in general a symptom of what A. J. Smith calls 
'The Decline of Love'2 observable in the love lyric after Donne's 
death. To chart it comprehensively in the context of Dryden's 
work as a whole would mean relating it to the heroic passion of 
his plays, an inquiry which would, I believe, lead inexorably to 
the conclusion that there too Dryden externalizes and gives a 
social tone to what seventy years previously had been a drama 
3 
of intense personal feeling. However to follow this line of 
1A recent book takes a more favourable view of Dryden's Lucretius translation. William Myers in D den (1973) calls Dryden's translation of Book IV 'especially satisfying' and 
speaks of its 'intoxicated but menacing eroticism' (p. 149). Since, however, he offers no analysis to back up this judgment 
and doesn't even quote from the passage in question I haven't felt it necessary to revise the above estimate. 
2 Bradbury and Palmer, ed , Metaphysical Poetry, title to art. cit. 
3 See F. R. Leavis's 'Antony and Cleopatra and All for Love', Scrutiny, 5 (1936-7), 158-69. There is an extended discussion of All for Love in Bruce King's Dryden's Major Plays (Edin- burg and London, 1966)..; 
ý` 
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inquiry would be to pass well beyond the boundaries of my sub- 
ject. Instead I shall stay within limits furnished by the 
(admittedly slight) evidence of the Songs from the plays. 
When I speak of 'pastel shades', this is the sort of thing 
I have in mind: 
My Soul's all on fire, 
So that I have the pleasure to doat and desire, 
Such a pretty soft pain 
That it tickles each vein; 
'Tis the dream of a smart, 
Which makes me breath short when it beats at-my heart. (11. 13-18) 
('Bring Love to this hour', from Sir Martin 
Mar_al l, 1 
Sighs which are from Lovers blown, 
Do but gently heave the Heart: 
Ev'n the tears they shed alone 
Cure, like trickling Balm their smart. 
Lovers when they lose their breath, 
Bleed away in easie death. (11.7-12) 
('Ah how sweet it is to love',. from Tyrannick Love, 
1670) 
I feed a flame within which so torments me 
That it both pains my heart, and yet contents me: 
'Tis such a pleasing smart, and I so love i, 
That I had rather die, then once remove it. (11.1-4) 
('I feed aflame within', from Secret-Love, 1668) 
This is Herrick's mode, but. with a slight tinge of patronage; 
Dryden himself obviously isn't going to wrestle in the river 
with these maidens. The 'pretty soft paint', the 'Bleed away 
in'easie death' and the 'pleasing smart', are all tokens of sexu- 
ality rather than sexuality itself - J. B. Broadbent's phrase 
'a tissued softness of-sexüalness' describes this sort of thing 
admirably. -We are charmed and vaguely excited sexually as 
though we were-watching precocious children at their love-play. 
The very youthfulness of these maidens,, their innocence trembling 
1 Kinsley, I,, 110,121 and 108. 
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on the verge of sexual arousal, adds to the frisson: 
Sylvia the fair in the bloom of Fifteen 
Felt an innocent warmth, as she lay on the green; 
('Sylvia the fair', Poems from'Sylvae, 1685) 
When the denyal comes fainter and fainter, 
And her eyes give what her tongue does deny, 
Ah what a trembling I feel when I venture, 
Ah what a trembling does usher my joy.. (11.9-12) 
('After the pangs of a desperate Lover', - An Evening's 
Love, 1671 
Take me, take me, some of you, 
While I yet am Young and True; 
E're I can my Soul disguise; 
Heave my Breasts, and roul my Eyes.... 
Cou'd I find a blooming Youth; 
Full of Love, and full of Truth, 
Brisk, and of a janty meen, 
I shou'd long to be Fifteen. 
l (11.5-8,13-16) 
('Young I am, and yet unskill'd', Love Triumphant, 
The loss of virginity which is implicit in all three extracts 
becomes explicit in the continuation to 'Sylvia the fair' when 
Cupid steps forward and shows Sylvia his 'Arrow': 
For the pain was no more than a Maiden may bear; 
When the balm was infus'd she was not at a loss, 
What they meant by their sighing and kissing so close; 
By their praying and whining, 
And clasping and twining, 
And panting and wishing, 
And sighing and kissing, 
And sighing and kissing so close. (11.26-33) 
Dryden's persistent concern with the pants and sighs of young 
lovers gives a disagreeably voyeuristic note to many of these 
Songs. In 'Calm was the-Even',. from An Evening's Love (Kinsley, 
I, 126), the voyeurism turns to comedy when at the climax of the 
seduction, which is itself a minor drama of delayed fulfilment 
1 Kinsley,. I' 440,125, and II, 857. 
'_ 
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with the man's advances gradually gaining ground in spite of 
ýhe girl's mockery, a passing shepherd. 
came by us and saw; 
And just as our bliss we began with a kiss, 
He laughd out with A ha ha ha ha. 
This Song marries the hard-boiled and the soft-centred in a way 
which shows how naturally the two derive from the same affective 
source - the sentimental and the cynical are two sides of one 
coin. This is, so to speak, Dryden the coffee-house wit-sitting 
in good-humoured, but patronizing, judgement on 'softnesses of 
love'. 
There are three Songs which more than any of the examples 
so far considered stake out claims in Ovidian or Lucretian terri- 
tory, and their interest lies in what they reveal of the Art of 
Love in the changed circumstances of the Restoration. 'Beneath 
a Myrtle shade' from The Conquest of Granada, (1672) (Kinsley, I, 
130) begins as a conventional love-dream set in a libertine garden 
and with a more-than-usually compliant heroine: 
Beneath a Myrtle shade 
Which Love for none but happy Lovers made, I slept, and straight my Love before me brought, Phillis the object of my waking thought; 
Uncý ess'd she came my flames to meet... (11.1-5) 
Even the garments she wears are traditional: 
From the bright Visions head 
A careless vail of Lawn was loosely spread... (11.8-9) 
However the concluding stanza brings a surprise: 
I wak'd, and straight I knew I lov'd so well it made my dream prove true: i Fancy, the kinder Mistress. of the two, Fancy had done what Phillis wou'd not do! (11.29-32) 
Presumably the'dream proves 'true' because it leads to a nocturnal 
r, 
-267- 
f 
emission. The wet dream of the Lucretian school-boy1 is now 
the means whereby the sexual tensions of the Restoration gentle- 
men find release. William Myers fails to notice this new and 
significant extension of the role of 'Fancy' in promoting sexual 
pleasure when he says that the poem may 'easily come across as 
a degenerate, convention-ridden version of Donne's "The Dreame"' 
(Dryden, p. 64). What had once opened the door to imaginary 
dream-fulfilment, as in Carew's 'A Rapture', is now the means 
whereby that wish-fulfilment is in a real sense gratified. This 
shift towards masturbatory pleasure may or may not be 'degenerate' 
according to one's point of view, but at least it indicates the 
birth of a new convention rather than the death-throes of an 
old one. 
2 
William Myers calls 'Whil'st Alexis lay prest' from Marriage 
A-la-Mode (1673) (Kinsley, I, 147) 'the notorious song about 
declining potency' (Dryden, p. 57), but in fact it is more than 
this: its theme is the very Ovidian one of mutual pleasure. 
When Alexis threatens to come too soon to sexual climax, Caelia 
cries out: 
Oh my dear, I am robb'd of my bliss; 'Tis unkind to your Love, and unfaithfully done, To leave me behind you, and die all alone. (11.9-11) 
1 De Rerum Natura, IV, 11.1035-6: 
ut quasi transactis saepe omnibu' rebu' profundant fluminis ingentis fluctus vestemque cruentent. 
(So that often, as though all things had really been done, they let flow a vast flood which stains their clothing. ) 
2 Compare it, for example, with Barnabe Barnes's 'Madrigall 13' from Parthenophil and Parthenophe, at the conclusion'of which Barnes's hero cries out: 
'Why dyed not I with love so largely lavish't? ' 
The Elizabethan hero wishes he could -, but the Restoration hero actually does - 'die'. 
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Alexis moderates his pace accordingly: 
The Youth, though in haste, 
And breathing his last, 
" In pity dy'd slowly, while she dy'd more fast; 
Till at length she cry'd, Now, my dear, now let us go 
" Now die, my Alexis, and I will die too. (11.12-165 
This is the exact equivalent of Jill's plea in The Choise of 
Valentines: 
Oh not so fast... 
Togeather lett our equall motions stirr 
Togeäther let us live and dye my deere. (11.179,183-4) 
But whereas in Nashe's poem the heroine's appetite outstrips the 
hero's potency, the lovers here manage to strike some sort of 
balance: 
Thus intranc'd they did lie, 
Till Alexis did try 
To recover new breath, that again he might die: 
Then often they di'd; but the more they did so, The Nymph di'd more quick, and the Shepherd more slow. 
(11.17-21) 
Certainly 'declining potency' does not seem a very adequate des- 
cription for what is happening; the situation whereby the girl 
'dies' more quick while the man husbands his resources could 
more aptly be called the very perfection of loving-by-art. And 
yet, in spite of its theme, the poem is curiously lacking in 
sexual feeling. The poet's attention seems to be concentrated 
exclusively on the technicalities of love-making. There is no 
hint of tenderness, nor any excitement at the exercise of a skill. 
. 
It is the Art of Love stripped down to its basic routines but 
without a hint. of joy in-the application. l 
Another topic of the Art of Love may be seen in 'Celimena, 
of my heart', from An Evening's Love (Kinsley, I, 126), where 
11 1 Earl Miner, in his D den's Poetry - (Bloomington and London, 1967), speaks of a combination o flushed faces and veins filled with cold water''(p. 233) which is, I think, a delight- fully apt description of the lovers in Dryden's Songs. 
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Damon and Celimena quarrel with the sole purpose of spurring 
on their passion: 
Damon. Anger rouzes love to fight, 
And his only bayt is, 
'Tis the spurre to dull delight, 
And is but an eager bite, 
When desire at height is. (11.21-5) 
Celimena's answer to this has a gleefully anticipatory ring to 
it which identifies her, once the routine demurrals are past, 
as the most compliant of hetaerae: 
Celimena. If such drops of heat can fall 
In our wooing weather; 
If such drops of heat can fall, 
We shall have the Devil and all 
When we come together. (11.26-30) 
Arthur W. Hoffman comments that 'the effective deployment of 
"the Devil and all" assures that the last line will give the 
extraordinary impact of bodies in actual physical collision. 
Plain colloquial toughness placed in the mouth of the woman - 
and in pastoral - concludes the song with a superb jolt, violent 
encounter and unison at once. '1 I'am not convinced that 'the 
effective deployment of "the Devil and all"' has quite the drama- 
tic effect Mr. Hoffman imputes to it but he is certainly right 
to see the 'plain colloquial toughness' of the last line as the 
key to the poem's erotic success. It is an unexpected, brazen, 
and therefore sexually exciting, irruption of coffee-house 
forthrightness into a context where one might have expected 
softnesses of love. The effect is as though Carew's Celia were 
to rise from her bed of roses and fresh myrtles ('A Rapture', 
11.35-6) and speak to us in-the no-nonsense accents of a trull 
from Whetstone Park. 
1 'Dryden's Panegyrics and Lyrics' in Earl Miner, ed., John Dryden, Writers and their Background (1972)', 149. 
i 
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I have described these last three Songs as staking out 
claims in the territory of the Art of Love, but it would be more 
exact to say that they pass briefly through this territory on 
their way somewhere else. (The exact whereabouts of this des- 
tination will I hope become apparent in my next chapter. ) What 
I think they reveal is a hardening of amatory sensibility, a 
concentration on the mere mechanics of sex, andýa suggestion of 
bought pleasures or at least of pleasures acquired with too little 
expenditure of persuasion, that point quite away from the tradi- 
tion. It seems that for Dryden, or at least for Dryden in his 
public role, there was the high and noble sentiment of 'love' on 
the one hand and the frank male world of 'sex' on the other. The 
Art of Love, which had traditionally occupied the ground between 
these extremes, now finds itself driven into the latter camp and 
made to serve its ends. It becomes less the art of managing 
amatory pleasure (which of course includes sexual pleasure) than 
exclusively the art of managing sexual intercourse. 
I find it hard to be sure to what extent Dryden entered into 
the spirit of these demonstrations of sexual matter-of-factness. 
We know that he later came to plead 'guilty to all thoughts and 
expressions of mine, which can be truly argued of cobscenity, 
profaneness, or immorality, and retract them', 
1 
but this does 
not necessarily mean that he was a totally unwilling participant 
at the time. Generally as a person he appears to have found it 
easy to slip along with the mood of the age and to accept what- 
ever opportunities for self-promotion that it offered him, 'for 
I confess my chief endeavours are to delight the age in which I 
live. '2 
1 'Preface to the Fables', Ker, II, 272. 
2 'A Defense of an Essay of Dramatic Poetry', Ker, I, 116. 
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On the other hand, in the sexual byplay of the Songs there 
is a detachment and a sense of playing a part which makes one 
wonder if his heart were always in what he was doing. 
' The 
verdict is unproven but in any case it does not matter for a 
willed compliance can give almost as good an indication of the 
mood of a period as the enthusiastic espousal which issues from 
conviction. Nevertheless it is conviction that tells, and it is 
to the group of Dryden's contemporaries who most fully embody it 
that we must therefore now turn. 
1- Myers, (p. 64)'. and Miner. (p. 234) both comment on the curiously , impersonal and equivocal nature of some of these-Songs., 
- ;.. 
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f 
10 The Restoration Wits. 
Let's wisely manage this last span, 
The momentary life of man, 
And still in pleasure's circle move, 
Giving to our friends the day, and all our 
nights to love. 
1 
(Etherege (? ): 'The Libertine') 
In the last chapter I generalized a dominant tendency of 
Restoration eroticism from the evidence of Dryden's translations 
and Songs. I described this tendency as a narrowing of the 
scope of the Art of Love from the management of sexual pleasure 
in its widest sense to a preoccupation with the mechanics of 
sexuality. I suggested that the matter-of-factness, which was 
a tributary of sexual feeling at the beginning of the century, 
swells at the Restoration to become'the major current. 
In the present chapter I wish to illustrate this tendency 
from the work of *six Restoration poets - Etherege, Sedley, 
Dorset, Rochester, Sheffield and Wycherley. These men (with 
2 
the exception of Wycherley) formed part of 'the merry gang' whose 
riotous life-style and defiance of conventional morality at once 
scandalized and fascinated Restoration society. But it is be- 
cause that life-style and that defiance have such a close bear- 
ing upon the poetry, being mirrored in it and deriving energy 
and definition from its reflection there, that I must at this 
1 The poem-is included among 'Poems of Doubtful Authorship' in The Poems of Sir George Etherege, ed. James Thorpe (Princeton, 
1963). I have restored to it the title by which it is often known. 
'2-. Sir''GeorgeýEtherege,. 
_(1635? -1691), Sir-Charles Sedle (1638- 1701), Charles Sackville Earl of Dorset (1638-1706), John 
. 
Wilmot, Earl of Rochester (1647-1680)) John Sheffield, Earl 
of Mulgrave and later'Duke'o Buckinghaml(1648-1721) and William Wycherley (1640-1716). 
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point stray outside the narrow boundaries of purely literary 
evidence proposed in my Preface. 
The word I shall use to describe the unique Restoration 
mirror-relationship between love poetry and behaviour is 'Style'. 
Style in literary terms means a conscious adoption of the more 
polite modes and tone which writers considered appropriate to 
the high level of refinement Restoration society had attained 
to. In social terms it refers to an ideal of behaviour which 
sets the premium on ease, forthrightness and an absence of pre- 
tence in social relationships. This ease and frankness are 
largely defined in opposition to the standards of the middle 
class - whatever the City stands for, Style must stand for the 
opposite. And since the City stands for morality, so in sexual 
terms Style implies a deliberate and determined affectation of 
immorality. In all three spheres it manifests itself as a gen- 
tlemanly disregard, amounting at times to bravado, for whatever 
constricts, inhibits, or prescribes 'unnatural' limits. 
Superficially Style resembles the sprezzatura that Castig- 
lione sees as marking the behaviour of the Renaissance courtier, 
'a certain nonchalance which conceals all artistry and makes 
whatever one says or does seem uncontrived and effortless. '1 
But whereas Castiglione's sprezzatura has a firm grounding in 
Christian ethics and neo-platonic idealism, Restoration Style 
floats in a kind of-moral vacuum. James Sutherland reminds us 
of the thin moral base, 'very, dubious culture' and patchy edu- 
cational background, upon which the structure of Style was 
2 
erected. With such an educational background the emphasis 
1 The Book of the Courtier, trans. George Bull (Harmondsworth, 
1967), 
_67. 
2 English Literature of the Late Seventeenth Century, OHEL, 
vol. Ox or , .. 
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tended to fall on those accomplishments which could be naturally 
acquired by merely living in affluence among one's social equals: 
on easy deportment and gay, unforced conversation; on dress; on 
the ability to manage an intrigue or fight a duel.... [The gentle- 
man's] conversation, too, marked him out from his social inferiors 
by its characteristic drawl, by his [sic] command of fashionable 
oaths, and by the delicate turn he gave (or liked to think he 
gave) to his obscenities. To be obscene with an air was part 
of the fine gentleman's equipment' (ibid., p. 16). (As Dustin H. 
Griffin rightly points out, the Buckhurst-Etherege epistles 
'seem little more than high-spirited but rather sophomoric effu- 
sions of wits who take delight in crying out "cunt" and "prick"'. )l 
The 'nonchalance which conceals all artistry' becomes an end in 
itself, a display of clothes or a display of language; the 'what- 
ever one says or does' may be anything so long as it provides 
the occasion. It is this divorce of manner and manners from 
behaviour rooted in any deeply held moral code which is, I think, 
what A. J. Smith refers to when he describes how the dissolution 
of the metaphysical basis of mediaeval and Renaissance love poe- 
try leaves salvation to be defined as 'the right social pose, a 
style of living and of gentlemanly conduct not a moral refine- 
ment or a metaphysical transcendence. '2 
Style as literary expression and Style as a life-style find 
their common denominator in conversation. Dryden explicitly 
mentions conversation as one of the three ways in which his age 
has improved upon the last, and adds: 'I must freely, and with- 
1 Satires Against Man: The Poems of Rochester (Berkeley, Los 
Angeles and London, 1973), 83. 
2 Bradbury and Palmer, ed., Metaphysical Poetry, 65. 
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out flattery, ascribe it to the court; and, in it, particularly 
to the King, whose example gives a law to it.... 
" 
Later on 
the same page, he adds: 'Thus, insensibly, our way of living 
became more free. ' By 'free' Dryden of course means easy, civi- 
lized, and mature, but there is another sort of freedom in con- 
versation which affects the matter, as well as manner, of what 
is being discussed. In an often-quoted letter to Henry Savile 
dated 22 June 1674, Rochester refers to 'the three buisnisses 
of this Age' which he defines as 'Woemen, Polliticks & drinking' ,2 
and there is little doubt from the evidence of letters and mem- 
oirs that such 'buisnisses', but particularly the business of 
women, were discussed with a 'free' absence of restraint quite 
unprecedented in upper-class literary circles. (Again, the con- 
trast with the finely cultured group at the court of Urbino 
hardly needs stressing. ) 
There is a fourth 'buisniss' which Rochester fails to 
mention and which derives its subject matter from the other 
three, namely literary composition. The poems and plays of 
the period are mostly about 'Woemen, Polliticks & drinking' and 
they deal with these subjects in a way which has the closest 
possible relation to the principal social activity of the day 
which is conversation. The plays, the satires, and very often 
the lyric poetry all have the virtues of witty talk or of a 
U 
spontaneous utterance in good company. It is in these works, 
as in the conversation to which they bear such a close relation, 
that. the two meanings of Style coalesce. When the Restoration 
Wit sets pen to-paper, as when he talks, he engages to put on 
1 'Defence: of. the. Epilogue', Ker, I, 176. 
2 The Rochester-Savile Letters, ed. J. H. Wilson (Columbus, Ohio, 1941 
, 33. 
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public exhibition both his'personal life-style and also his 
mastery of the prevailing code of literary good manners. In 
other words, he writes and he talks so as to exhibit his sense 
of Good Form in both senses of that phrase. 'There was form; 
and there was bad form. The whole duty of man was to find the 
one, and to eschew the other', is how J. L. Palmer puts it. 
1 
And what that 'duty' led the Wit to write and talk about was 
more often than not the 'buisnisses' of women, politics and 
the joys of drink. His personal sense of Style hinges upon 
the impression he can make of omnicompetence in all these 
fields. His reputation depends upon a kind of machismo of 
tongue and pen. 
Even in his personal correspondence the Wit is on parade. 
When Rochester writes to Savile it is very often this machismo, 
this sense of writing for effect, which marks his style. For 
example: 'Dear Savile: as ever thou dost hope to out-do 
Machiavel, or equal Me, send some good Wine! So may thy wearied 
Soul at last find Rest, "no longer hov'ring 'twixt th'unequal 
Choice of Politicks and Lewdness! '; or, 'Livy and Sickness has 
a little inclin'd me to Policy; when I come to Town I make no 
question but to change that Folly for some less; whether Wine 
or Women I know not; according as my Constitution serves me. '2 
His description of how 'My Lady Hervey who allwayes loves one 
1 The Comedy of Manners (1913), 91. See too the following: 
So Dryden combs Ben Jonson. and Shakespeare for split in- finitives and sentences ending with a proposition. A badly 
placed verb, or the use of the pronoun one in the plural, was akin to having an ill-fitted periwig,, or one's gaiters badly adjusted'; Harold Wendell Smith, Nature Correctness 
and Decorum', Scrutiny, 18, (1952), 299. ' 
2 The Rochester-Savile. Letters, 32 and 40. 
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civiil plott more, is working body and soule to bring Mrs. Jenny 
Middleton into play' (ibid., p. 56) is an illustration of how 
closely the spirit of the letters mirrors personal behaviour, 
and when he says that 'a young wench of fifteen' has come to 
Town with a group of French comedians, and adds that 'it were 
a shame to the nation shee should carry away a maydenhead shee 
pretends to have brought and that noe body heer has either witt 
or addresse or money enough to goe to the price of'(ibid., p. 53), 
we get a glimpse both of the prevailing immoralism and of the 
sense of Style which prompts it. In its context this last quo- 
tation has a certain air of competitiveness, as though Rochester 
were saying: 'Now here's my contribution - let's see you cap it 
if you can. ' Competitive good form was in fact all too often the 
spur to bad behaviour. 
1 Roger North, biographer of the North 
family, describes how Francis North, Baron Guildford, was ad- 
vised that 'he should keep a whore, and that, if he did not, he 
would lose all his interest at court; for he understood from 
very great men... that he was-ill looked upon for want of doing 
so, because he seemed continually to reprehend them for prac- 
tising the like, as almost every one did, and, if his lordship 
pleased, he would help him to one. ' Rochester's bantering 
2 
challenge to Savile in the letter quoted above, to 'out-do 
1 Anthony Hamilton's Memoirs of the Comte de Gramont, ed. 
D. Hughes (1965) is an invaluable source of knowledge about 
this behaviour. See, for example, Hamilton's story of how Lord Southesk (whom James Sutherland unaccountably calls 'the Earl of Northesk') arrived home prematurely to find 
the Duke of York in possession of his wife's bedchamber (p. 126), or the general disapproval when Lord Chesterfield 
sent his wife to the country, as. 'in England they looked 
with astonishment on a man who could be so uncivil as to be jealous of his wife' (pp. 140-1). For further discussions 
of. the moral lawlessness of -the times, see Sutherland, pp. 13. ff., and; J. H. Wilson, The Court Wits of the Restor- ation (Princeton, 1948), 32 ft. 
2 The Lives of the Right Hon. Francis North t. etc. (1826), II, 164. i 
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Machiavel, or equal me', neatly conveys this mixture of com- 
petitive bravado and libertinism, which here, as so often, 
moves between the poles of wine, politics and 'lewdness'. 
I have already given a brief account of the tradition of 
naturalistic-Epicurean thought which supplied a sanction for 
Carew's defiance of conventional morality in 'A Rapture'. It 
is this tradition that the Wits inherit at the Restoration. 
Their 'libertinism' is, however, a more whole-hearted per- 
formance than Carew or than any other Caroline amorist would 
have recognized. As Dale Underwood has pointed out, it became 
for them 'a way of life'. 
' The current term 'counter-culture', 
with its suggestion of a life-style based on a defiant rejection 
of conventional mores, in fact describes it very well. What 
this counter-culture consisted of in philosophical terms, and 
what the culture was that it ran 'counter' to, are both given 
detailed definition at the beginning of Dale Underwood's chapter 
on the libertine background to Restoration comedy. At one point 
he says this: 'The society of the Restoration comedy of manners 
[which' of course includes the circle of Wits I am concerned with 
in this chapter] may be viewed as in large part the product of 
two broadly opposing sets of traditions: on the one hand Chris- 
tianity and Christian humanism, the "heroic" tradition, the 
honest-man tradition, and the tradition of courtly love; on 
the other, philosophic and moral libertinism, Machiavellian and 
Hobbesian concepts as to the nature of man, and Machiavellian 
ethics' (op. cit., p. 8). This is, in effect, a description of 
the dichotomy between the Lucretian and Christian poles on the 
1 Etherege and'the Seventeenth-Century Comedy of Manners, Yale Studies in English, 135. (London and New Haven, 1957), 12. 
i 
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amatory spectrum, figured for my purposes by the opposition 
between the Lucretian 'volgivaga Venere' and C. S. Lewis's 
"'Lord, what beastly fellows these Romans were! "', which under- 
lies the whole period. The strands of that opposition are a 
good deal more complex than my very schematic account of them 
might suggest, particularly throughout the Restoration period 
when the battle lines are more consciously drawn and with more 
support from contemporary philosophy (in particular Hobbes) 
than they had been thirty years previously, but nevertheless 
the general antithesis between them remains clear. On the one 
hand, there is the tradition of Christian humanism which sanc- 
tions sexuality only within the bounds of marriage, and on the 
other,. the tradition which allows and even encourages the satis- 
faction of the senses as being in accordance with man's 'natural' 
desires. Reason allows these desires to be satisfied within 
'reasonable' bounds, and it is only a false idea of Reason which 
denies them altogether or brands their satisfaction outside wed- 
lock as 'dishonourable'. Rochester's famous lines from 'A Satyr 
against Reason and Mankind' put the matter in a nutshell: 
Your reason hinders, mine helps to enjoy, Renewing appetites yours would destroy. 
My Reason is my friend, yours is a cheat; 
Hunger calls out, my reason bids me eat; Perversely, yours your appetite does mock: 
This asks for food, that answers 'What's o'clock? '1 
(11.104-9) 
Such a view of sexual activity as well-regulated appetite lies 
at the heart of the whole libertine philosophy of Nature and 
Reason. Underwood's phrase 'a dogmatic, sensationalism' (p. 21) 
1 The Complete Poems of John Wilmot Earl of Rochester, ed. David Vieth New Haven and London, 1968), 94. 
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describes it admirably. 
' Not only does it underline the main 
preoccupations of the libertine counter-culture, which are the 
existential sensations of sex and drink, but it also identifies 
the underlying aggressiveness with which the Wits compulsively 
flout convention *and indulge their competitive exhibitions of 
Style. 
J. H. Wilson reminds us that 'the Wits had to compete with 
the romantic lushness of Scudery's Le Grand Cyrus, to be found 
on every lady's toilette table, and with the great lovers of 
The Indian Queen and The Conquest of Granada, at the Covent 
Garden Theatre. '2 Since the norms of conventional society were 
'love' and marriage, so the norms of the counter-culture had to 
be their direct opposites, 'appetite' and inconstancy. The fol- 
lowing lines from Rochester's (? ) 'Against Marriage' neatly sum 
up both these tenets of Style: 
You come on, you-come off - say , do what you please - And the worst you can fear is but a disease, 
And diseases, you know, will admit of a cure, 
But the hell-fire of marriage none can endure. 3 
The process described by. the phrase 'You come on, you come off' 
is no doubt 'erotic' within the terms of my original definition, 
but it is in no sense 'erogenic'; on the contrary, I believe it 
to be incompatible with the display of any sexual feeling as 
such. Where in an Elizabethan poem there would have been traces 
of such feeling, there is now only the description of a sexual 
mechanism at work. The reductively physical act of 'coming on' 
1 See, too Harold Wendell Smith's interesting discussion of the Witst 'sen so primitivism which resembles nothing so 
much, in [Sprat's) own description, as the concrete vision 
of the child'; in "'Reason". and the Restoration Ethos', Scrutiny,. 
_ 
18 (1951-2), 120. 
2 The Court Wits, 98-9. 
3 Vieth, 159 (included among poems possibly by Rochester). 
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and 'coming off' is the counter-culture's answer to the 'roman- 
tic lushness' of Le Grand Cyrus. 
That Rochester in his private life did not necessarily 
see sexual intercourse in terms of 'You come on, you come off' 
does not need to be argued. We know him from his letters to 
have been a loving, even if wayward, husband and there is no 
evidence that he-treated his wife as a well-oiled piece of sex- 
ual mechanism. Such, however, is the impression given by those 
of his pronouncements that fall within the circle of Style (see, 
for example, his celebrated advice to Nell Gwynn on how to keep 
the king sexually amused). At times the public and private sex- 
ual moralities he appears to have harboured simultaneously con- 
front one another, as in these lines from 'A Letter from Artemisa 
in the Town to Chloe in the Country' (Vieth, p. 104): 
To an exact perfection they have wrought The action, love; the passion is forgot. 
'Tis below wit, they tell you, to admire, 
And ev'n without approving, they desire. 
Their. private wish obeys the public voice; 'Twixt good and bad, whimsey decides, not choice. 
(11.62-7) 
We have a sense here of Rochester in his private capacity as 
a husband protesting satirically against public tendencies for 
which he, more-than most of his contemporaries, was personally 
responsible. And I also detect A note of irony directed against 
himself in the lines which he puts into the mouth of his enemy 
Sheffield: 
Oh happy sultan, whom we barbarous call, 
. 
How much refined art thou above us all! Who envies not the joys of thy serail? Thee like some god the trembling crowd adore; Each man's thy slave, and womankind thy whore... (11.32-6) Secure'in solid sloth thou there dost'reign, * And feel'st. the joys of. love without the pain. Each female courts thee with`a wishing eye, Whilst-thou with awful pride walk'st careless by, 
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Till thy kind pledge at last marks out the dame 
Thou fanciest most to quench thy present flame. 
Then from thy bed submissive she retires, 
And thankful for the grace, no more requires. ' (11.41-8) 
This sums up perfectly the sexual ideals of Style - the endless 
availability of women who are fed-like fodder into the machine, 
the existential nature of the pleasure without the responsibility 
('the joys of love without the pain'), and the egotistically male 
view of sexual pleasure as something that can be switched off 
at will ('And thankful [she] no more requires'). In all these 
respects Rochester was (or at any, rate had been) himself the 
very type of sexual 'happy Sultan' for whom the only limits to 
be recognized were the limits imposed by the satiety of appetite. 
One of the very few poems by a Wit to have a good word to 
say for marriage only does so after'286 lines of disparagement, 
and-even then only in terms of a 'Rustick couple' who have avoi- 
ded corruption by having no money. Ironically enough, the one 
erotic passage in this poem is that which describes a matri- 
monial quarrel: 
He, like the Bear of Love, her Body Clips, 
Instead of pressing, bites her glowing Lips. She, like a wounded Otter, flings and Rails, 2 Fires with here, and combats with her Nails. 
(11.151-4) 
By contrast, the ideal of Style is bachelor self-sufficiency. 
F. W. Bateson has described the period between 1660 and 1790 as 
'the golden age of the bachelor writer', 
3 
and whilst this is 
not strictly true of the circle of Wits (Etherege was the only 
one of them who 'remained a bachelor to the end), yet it holds 
1 'A Very Heroical Epistle in Answer to Ephelia', Vieth, 113. 
2 'The Happy Pair: or, a Poem on Matrimony', The Poetical and Dramatic Works of Sir Charles Sedle , ed. V. de So la. Pinto (1928), I, 65. The wits' aversion to marriage is documented in Wilson, The Court Wits, 77-8. See also Underwood, 14. 
3 A_Guide to English Literature, 2nd edn. (1967), 109. 
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true for the circle in its earlier and wilder days and remains so 
in a sense even after several of the Wits had married. (The cor- 
respondence between Rochester and his wife, touchingly affectionate 
thogh it often is, vividly illustrates the degree to which wives 
must have felt their country isolation as their husbands ran the 
circle of pleasure with their fellow Wits in Town. )1 The tone of 
the poetry is so often a bachelor tone - that is, the tone adopted 
by men when they talk about women among themselves. Dorset's verse 
letter to Etherege catches it to perfection - 
Dreaming last night on Mrs. Farley, 2 My prick was up this morning early... 
as'does Rochester's 'A Ramble in St. James's Park' (Vieth, p. 40): 
Much wine had passed, with grave discourse 
Of who fucks who, and who does worse (Such as you usually do hear 
From those that diet at the Bear).... 
This is the witty, smutty tone of all-male gatherings -a modern 
equivalent might be the old boys' reunion or the rugby dinner. 
3 
Generally it goes with the stylish misbehaviour and competitive 
elan in breaking rules which 'is not unlike behaviour in the fast 
set at an Oxbridge college before the last war. (Pepys's diary en- 
try for 30 May 1668 displays the exact note of envy mixed with dis- 
approval which Town has so often reserved for Gown on these occas- 
ions. ) 
Repeatedly it is some flare-up of predatory intention, or 
some fierce piece of mockery - inspired, no doubt, by the competi- 
1 For example-see letters. 9,32-5 and'44, in Johannes Prinz, John 
Wilmot Earl of Rochester, His Life and Writin s, Palaestra, 154 (Leipzig, 1927). 
2 'A Letter from Lord Buckhurst, [etc] ', Thorpe, 35. 
3 Some Restoration lyrics are remarkably close in spirit to the veiled (and not-so veiled) obscenity of the 'rugby song', as for example Sedley's 'On the Happy Corydon and Phillis (Pinto; ii,: 151). 
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tive malice of 'those that diet at the Bear' - that makes a poem 
live. Dorset's bland and lifeless verses suddenly spring to life 
when he has something cruel to say about a royal mistress: 
So have I seen in larder dark 
Of veal a lucid loin; 
Replete with many a brilliant spark, 
As wise philosophers remark, 
At once both stink and shine. 
l 
A similar irruption of malice into a context which presupposes the 
'softnesses of love' is what gives Dorset's 'Song' (ibid., p. 140) 
its gleefully destructive energy. Dorset says of Dorinda that her 
eyes and wit dazzle, but with 'too fierce a light' for 
Love is a calmer, gentler joy, 
Smooth are his looks, and soft his pace; 
Her Cupid is a black-guard boy, 
your face That runs his link full iný 
(my italics). Finally, there is the breath-taking impertinence 
of Rochester's argument in 'Upon his Leaving his Mistress' 
(Vieth, p. 81) that he must leave Celia because she is too beau- 
tiful for one man to enjoy on his own. Grain and showers fall 
on the earth when and where they please, 
And shall my Celia be confined? 
No! Live up to thy mighty mind, 
And be the mistress of. mankind. (11.19-21) 
The wit of the appeal to Nature to sanction not his infidelity 
but hers, thereby allowing him to wriggle out of his obligations 
to the girl with a clear conscience, bears the authentic mark of 
Style in action asserting as it does the Wit's freedom and pride 
at the expense of the woman's. 
The account of Style I have given in these pages in fact 
runs contrary to a-widely held contemporary view which sees 
Restoration comedy as basically moral, and even metaphysical, 
2 
1 'On the Countess of Dorchester [etc: ] ', Vivian de Sola Pinto, 
ed... Restoration Carnival. (1954),,. 139. 
2 Here isian"extreme view of metaphysical intent: - "'What is man? " 
mused Hamlet, "if the chief good and market of his time, Be but 
to. sleep and-feed? ". Restoration comedy tries, with a gaiety 
often desperate; --to find=an answer'; Three Restoration Comedies, 
ed. Gämini Salgädo-(Harmondsworth-, -19 , 41. 
I 
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in intention and effect. I have already discussed the Wits' 
attitude to marriage and it will therefore be convenient to 
focus on this one area where Style confronts the conventional 
mores of the times. Defenders of Restoration comedy have argued 
that playwrights such as Etherege and Wycherley were critics of 
forced or mercenary marriages but did not condemn the institution 
of marriage as such. According to P. F. Vernon, they 'believed 
that marriage could, and should, be what the moralists insisted 
it was - the most desirable state of life. '1 So Gämini Salgado 
defends Wycherley by saying that the 'dramatist who holds up to 
ridicule marriages based on mere acquisitiveness and the most 
hypocritical conception of "honour" and offers a touchstone by 
which such marriages are judged and found wanting can hardly be 
guilty of moral confusion' (op. cit., p. 35). Leaving aside the 
question of whether or not such a view of the comedies is ten- 
able (personally I am convinced that it is not), the fact remains 
that in contexts determined by Style it is a negative rather than 
a positive attitude to marriage which prevails. Within the circle 
of Style it is the following note, rather than that which declares 
marriage to be 'the most desirable state of life', which sounds 
out most clearly: , 
'Notwithstanding the-Ebbing and flowing in 
the flesh, my mind is a kind of lake and has the same standing 
pleasures it had in London, Wine and women. But our good fellows 
are far from being Wits, and our whores are yet farther from 
being beautys. '2 This sounds like Dorimant, but in fact it is 
Etherege. Generally, as his letter-book from Ratisbon bears 
1 'Marriage of Convenience and the Moral Code of Restoration Comedy', EC, 12-(1962), 387. ' 
2 Letters of'Sir George Ethere e, ed. Frederick Bracher Berkeley, Los Angeles and London, 1974), 167. 
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witness, no. one Wit could have believed less fervently in the 
advantages to himself of the fate that he foists upon Dorimant 
and Harriet at the end of The Man of Mode than that play's 
author. Here is a characteristic passage from the letter-book: 
'The women here are not generally handsome, yet there is a file 
of Young ladys in this Town... but the Devill's in't, marriage 
is so much their buisness that they cannot satisfy a Lover who 
has desires more fervent than Franck Villars. 'Tis a fine 
thing for a Man who has been nurrish'd so many years with good 
substantiall flesh and blood to be reduc'd to sighs and wishes 
and all those airy courses which are serv'd up to entertaine 
a belle passion, but to comfort myself in my misfortune, I have 
learn'd to ogle and languish in publick like any Walcop and to 
content my self in private with a piece of houshold bread. '1 
The sighs, the wishes, and the airy courses are the civilities 
of courtly love and the evidence of a court where manners, 
morals and a belief in marriage still run together in harness; 
but the 'houshold bread' (no doubt, German equivalents for the 
'two dragle'd-tayl'd Nymphs' whom Etherege and Dorset carried 
'one bitter frosty night over the Thames to Lambeth') 
2 
represent 
the new - the Restoration - taste and sexual provender which 
replaces them. 
3 
1 Ibid., 231-2. Etherege's addiction to 'houshold bread' 
was amply documented by his secretary after Etherege's, 
-death; see Bracher, Appendix V, 292. 
2 Ibid., 135. 
3 Lady Woodvill in The Man of Mode is an example of an old 
courtier confronted by the new sexual mores; for example, 
_ 
see her comment in Act IV, scene 1: , Well this is not , the woman's age, ýlet 'em think what they will. Lewdness is the business now, love was the business in my time'. See too Lord Clarendon's complaints in his Life about the new dissoluteness. 
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As far as Wycherley is concerned, here are the accents 
of a Horner to the life: 'Yet know, my Friend, from one suf- 
ficiently experienced in Love-disasters, that Love is often a 
kind of losing Loadam, in which the Loser is most often the 
Gainer. If you have been deprived of a Mistress, consider you 
have lost a Wife, and tho' you are disappointed of a short Satis- 
faction, you have likewise escaped a tedious Vexation, which 
Matrimony infallibly comes to be, one way or another.... '1 1 
" confess, too, to finding Salgädo's emphasis on Wycherley as the 
critic of mercenary marriages curiously at variance with the 
facts of his highly advantageous, although eventually ill-fated, 
marriage to the Countess of Drogheda. 
2 
In their attitudes to marriage we may perhaps see another 
example of the dichotomy between the hard-boiled and the soft- 
centred to which I have repeatedly drawn attention in the second 
part of this thesis. The dichotomy finds telling confirmation 
in the Letters of Friendship from which I have already quoted. 
On the one hand there are Wycherley's cynical remarks about the 
'losing Loadam' of love and the 'tedious Vexation' of marriage, 
and on the other there'are, in the 'Letters of LOVE' from the 
same volume, effusions such as the following: - 'Recal to mind 
what- happen'd last Night: That at least was a Lover's Kiss. 
Its Eagerness, its Fierceness, its Warmth, express'd the God 
its Parent. But oh! its Sweetness, and its melting Softness 
express'd him more. With Trembling in my Limbs, and Fevers in 
my Soul I ravish'd it: Convulsions, Pantings, Murmurings shew'd 
the mighty Disorder within me: The mighty Disorder encreased by 
1 Familiar and-Courtly Letters (1700): The Second Part, 27. 
See also . the sly; tone of Wycherley's letter to John Dennis on p. 22. 
2 See P. F. ' Vernon,. William Wycherley (1965), 10. 
1ý 
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it. For those dear Lips shot thro' my Heart, and thro' my 
bleeding Vitals, delicious Poison, and an avoidless, but yet 
a charming Ruine' (op. cit., p. 92). Ranting like this is Love 
put through the machine of Style. It consorts easily enough 
with the matter-of-factness of the two preceding quotations 
(both also products of Style) and often sits cheek by jowl with 
it in the comedies. A watered-down version is to be found in 
the mouths of the Truewits when near the end of a play they make 
'serious' love. For example: 
DORIMANT: You wrong your own, while you suspect my eyes. - By all the hope I have in you, the inimitable 
colour in your cheeks is not more free from art 
than are the sighs I offer. 
HARRIET: In men who have been long hardened in sin, we 
have reason to mistrust the first signs of 
repentance. 
DORIMANT: The prospect of such a heaven will make me 
persevere, and give you marks that are infallible. 
' 
Dr. Salgädo certainly notes this 'love as a religion' imagery 
(see op. cit., p. 31) but he does not draw from it what I con- 
sider to be the appropriate conclusion, which is that such a use 
tends towards the sentimental. 
2 
We are persuaded in the case of 
Dorimant and Harriet to feel that true love has triumphed because 
the protagonists mouth fine sentiments, but in fact they are sen- 
timents of a sort that can be taken wholesale from any collection 
of 'Letters of LOVE' and be produced at will. (Thomas Otway's 
letters to Elizabeth Barry apply_a salutary corrective to this 
love-talk of the plays by reminding. us what the accents of true 
1 The Man of Mode, V, ii. 
2 See N. N. Holland's comment on 'a trace of that sentiment- alism [in the plays] which literary historians almost unanimously relegate to the eighteenth century ', in The First Modern Comedies (Cambridge, Mass., 1959), 85. 
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love sound like when the impulse to strike a fine attitude is 
in abeyance. ) 
1 The 'love' which supplies a resolution to (say) 
The Man of Mode derives in a sense from the 'soft-centred' sen- 
timentalization of women I noted in Herrick and is prefigured 
in the 'stickiness' J. B. Broadbent points to in the course of 
his discussion of Adam's attitude to Eve after the Fall. It 
constitutes the reverse side of the coin to which sexual matter- . 
of-factness is the face. 
Such is, I believe, the appropriately sceptical note that 
criticism should adopt towards the protestations of 'love' and 
the resolutions in favour of marriage at the end of the comedies. 
In short, I cannot accept the view which sees what is intended 
or achieved in the plays as standing in an antithetical or cri- 
tical relation to what I have called Style. The creators of 
Restoration comedy appear to have written as they lived and lived 
, as 
they wrote. The satirical depreciation of the Dorimants and 
Homers in their plays nowhere exceeds a limit - which is the 
point at which the authors' self-esteem as Wits and as exemplars 
of Style might be placed in jeopardy. The plays pay lip-service 
to true love, to constancy, and to marriage, but in a context 
which consistently glamorizes inconstancy and the witty liber- 
tinism of characters who derive their wit and charm from member- 
ship of a group where Style is incompatible-'with marriage. It 
is Style-in-action that the plays glorify, whatever sops to con- 
ventional morality may be offered up on the way. 
1 '., There is.. a selection of these letters in Arthur Bryant, 
ed., Postman's Horri'1(1946), 84-7. 
i 
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To sum up: For the Wits 'Style' involves a sprezzatura 
in amorous relations, a display of immoralism, and an insistently 
mechanical view of sexuality, which are quite at variance with 
the three broad traditions of amatory behaviour we have so far 
considered. Because Style is part of a deliberate counter- 
culture, it must inevitably run foul of the tradition which 
sees Christian marriage as the sanction for sexual activity. 
Because a display of sexual proficiency is integral to Style, 
there is no time to spare for what C. S. Lewis has called the 
'suspended lust' of the courtly love tradition. And because 
it is concerned with the satisfaction of appetite rather than 
with the means whereby appetite may be aroused, husbanded and 
intensified, so Style runs contrary to the deliberated sensual- 
ism of the Art of Love. In every respect the competitiveness, 
the bachelor self-sufficiency of the circle of Wit, and the 
emphasis on the experiential nature of the sexual experience, 
imply a new norm where the male orgasm is the criterion of plea- 
sure and where the role of poetry is to celebrate that pleasure 
in defiance of conventional opinion. Whereas Elizabethan ero- 
ticism depends upon the suggestion of a union desiderated, hinted 
at, or deferred, at the Restoration it is the public boast of a 
union achieved (or the rueful account of a union bungled) which 
matters. It is this more public context of amatory pleasure 
which justifies the generalization I made at the end of my Intro- 
duction, that whereas Elizabethan eroticism aims at the erogenic, 
the key-note of Restoration eroticism is its deliberate culti- 
vation of the obscene. 
In the light of the account of Style that I have given 
above, I wish, for the remainder of this chapter to show how 
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the topics of the Art of Love undergo a transformation in the 
changed erotic climate of the Restoration. As might be pre- 
sumed where suggestion yields so much ground to statement, it 
is the topic of the suggestive catalogue which is the first 
casualty. Obviously there is no longer any. need to hint at 
forbidden pleasures when every pleasure is readily available; 
what could formerly only be peered at through the half-concealment 
of veils and draperies now lies open for all (that is, for all 
the Wits) to see. It is certainly very hard to be sure about 
the degree to which sexual reality corresponds to sexual myth, 
but there seems little doubt that 'the merry gang' were provided 
with very much more liberal opportunities for the satisfaction 
of their curiosity about the female body than their Elizabethan 
counterparts had been. Pepys, in a diary entry already referred 
to, gives a hearsay account of how the 'Bailers' were with 'my 
Lady Bennet and her ladies, and their dancing naked, and all the 
roguish things in the world. '1 But even in everyday life the 
evidence of costume suggests that a far more daring dishabille 
was acceptable in Court circles than in Elizabethan times; cer- 
tainly Restoration portraits would support such a supposition, 
as for example Lely's painting of the Duchess of Richmond which 
shows a large part of her upper body bare. 
2 
The sort of ima- 
gined peep-show which provides the scenario for a number of 
poems in the earlier seventeenth century has its Restoration 
'counterpart in real-life exhibitionism. A good example is 
1 The Diary of Samuel Pepys, ed. from Mynors Bright (London 
and New York, 1953), III2 238. Pepy's testimony must, of course, be treated with a pinch of salt. For the whole question, of. the Wits and nudity, see Wilson, The Court Wits, '38-42*-,,, 
2-, I1lüstrated-in'C. H. -Collins Baker, Lely and the Stuart Portrait Painters-(l9l2), YI, facing P-176., 
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Lely's portrait of the nude Nell Gwynn of which Vertue says 
that the king"came to Lely to see it painted where she was 
naked on purpose; '1 John Berger's comment on this painting 
underlines that exhibitionism which presumably provided the 
motivation for both sitter and royal voyeur: 'It shows her 
passively looking at the spectator staring at her naked. This 
nakedness is not, however, an expression of her own feelings; 
it is a sign of her submission to the owner's feelings or de- 
mands. (The owner of both woman and painting. )'2 Nell Gwynn's 
submissiveness is a fact, whereas Celia's submissiveness in 'A 
Rapture' was only a fancy. By Restoration times there appears 
to have been little virtue in dream wish-fulfilment when the 
reality offered itself so obligingly to the eye. 
Parenthetically, it might also be asked whether the dis- 
parity between Nell Gwynn's social status and that of the cour- 
tiers amongst whom she mixed is not in itself suggestive of that 
greater availability of women which must necessarily de- 
mythologize nudity. A society which is promiscuous socially 
is bound to be promiscuous sexually as well. The ethos of this 
easy movement across class boundaries is given us in the anec- 
dote of how a meeting in The Cock between Wycherley, Samuel 
Butler and the Duke of Buckingham, which had as its object to 
persuade the Duke to become Butler's patron, was going well when 
'of a suddain they heard the squeaking of Fiddles, and the chat- 
tering of-Whores in an adjacent Room; this was a Temptation the 
Duke. cou'd not resist, he gives them the slip, and cou'd never 
be afterwards fix'd to renew so noble a Conversation. ' 
3 
1 Ibid., quoted-I, 172. 
2 -Berger,:, Ways; of Seeing, 52. 
3 George, Lord Lansdowne, Memoirs of the Life of William Wycherley Esq. (1718), 9. 
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The Wits mixed freely with whores, actresses, street vendors, 
shop girls, beggars and domestic servants - that is to say, with 
a class of girl whom they felt free to treat with the minimum 
of ceremony. (The titles of some of Wycherley's poems, such as 
'Upon the-Favour of a Cook-Maid, who staid 'a Hungry Lover's 
Stomach, in Her Larder' and 'To a Pretty Young Woman, who Opening 
Oisters said, She wou'd open for Her, and Me too; since 'twas 
for her Pleasure', give some idea of the versatility of courtly 
tastes. To these ladies should be added Dorset's 'bonny Black 
Bess' who was presumably no lady because 'I dare not permit her 
to come to Whitehall, /For she'd out-shine the ladies, paint, 
jewels and all' (Restoration Carnival, p. 136). ) We are, I think, 
justified in concluding that not only were-the opportunities for 
promiscuous sexuality vastly greater than they had been in the 
i 
earlier part of-the century, but that, as ä corollary of this, 
the conditions which made for curiosity and prurience and there- 
fore for titillating physical catalogues not longer applied to 
anything like the same extent. 
A typical Restoration catalogue is therefore likely to be 
both shorter and more matter-of-fact than its Elizabethan or 
Caroline counterpart. When, for example, Wycherley. comes to 
describe a woman's breasts, this is all he finds to say about 
them: I 
Thy Breasts, those Twins of Hills, shall be to me 
Parnassus... l 
In another poem, he takes the terms of the catalogue which were 
traditionally used to describe a girl's brow or bosom - 
1 -'Upon, a Fine Woman's Fine Breasts; given by her Companion for a Subject to Write upon', The Complete Works of William Wycherley, ' -ed. MontagueSummers , III, 35. 
r"-= 
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But its Complexion, like the driven Snow, 
Has made me Blind, by looking on it too, 
Till that its Brightness does my Darkness grow - 
and applies them outrageously to the lady's 'surprizing, killing 
Reer' (described with even less ceremony a few lines further on 
as your Victorious Bum'). The amatory catalogue at Wycherley's 
hands seems less a spur to the imagination than a prelude to 
more tangible pleasures: 
Yet, to write better, on thy Breasts my Theme, 
In Verse, not only, let me handle Them 
('Upon a Fine Woman's Fine Breasts'). This is an old stratagem, 
but the distance between complimenting the girl and making a 
pass at her seems to have narrowed to a step; earlier poets had 
'handled' breasts with a considerably more prolonged recourse to 
delaying tactics and poetic fancy. 
The truncated catalogue is but one of several ways in which 
the Restoration concern with the facts, rather than with the 
fancies, -of intercourse reveals itself. For example, there is 
a spate of what might be called manuals of seduction - poems 
which advise the would-be seducer when to strike or tell him 
about what Thorpe calls 'the mystique of proper timing' (p. 105), 
such as Etherege's 'See how fair Corinna lies', Rochester''s 
'As Cloris full of harmless thoughts', or Sheffield's 'The 
Advice'. This preoccupation with the technicalities of seduc- 
tion and intercourse may also be seen in some of Wycherley's 
titles, such as 'To a Lady, who wore Drawers in an Iii Hour' 
(a poem which uses Ovidian terminology in a quite un-Ovidian 
spirit, as for example: 
I pass'd thro' Bolts, Locks, Centeries, and Spies, Yet found a Linen Guard upon thy Thighs)2 
1 'Upon a Lady's"Fall over a Stile [etc. ]', Summers, III, 98. 
2 Summers, 
. 
III, ý 263. 
rý 
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or 'A Song: To a Young Woman, who said... that she Danc'd to 
no other End, but to mend Her Motions at other times' (ibid., 
p. 265). It may also be seen in his treatment of another of the 
erotic topics discussed above, that of the animal with the licence 
to explore. Wycherley's contribution is to make explicit what 
had hitherto only been implied: 
But, if a wrigling Worm Temptation be, 
0 Eve's true daughter! (as it is, I see) 
To play with then, to cool, divertise thee, 
Of one of my presenting, be not shy, 
To handle, and to play with constantly; 
Which better, sure, will please thee, cool thee, too, 
If you'll but handle it, as that you do; 
And let it, where it will, about you go-. 1 
Randolph's use of the topic of the animal with a licence to 
enjoy had been suggestive, but with Wycherley it is merely the 
excuse for a piece of gross innuendo. 
Wycherley's willingness to call a spade a spade and his 
ability to be disagreeable in the process are generally rather 
remarkable. In a poem which is otherwise distinguished only by 
its description of Wycherley's bed-mate as 'my Nauseous Dear', 
amatory cause and effect are linked together in the following 
terms: 
For had I not had then, my Fill of Topeing, 2 I'th'dark, I had not, with thee, fall'n a Groping. 
Here is one of those truths about the sexual life that it takes 
a Wit to bring to the light of day. The assertion that drink 
and sex are interdependent is of course a Restoration hall-mark, 
the Wits-often writing about both as though they were equivalent 
pleasures - drugs which first stimulate and then depress the 
'To a fine young Woman, who being ask'd by her Lover, Why she kept so filthy a thing as a Snake in the Bosom; answer'd, 'Twas to keep a filthier thing out of it, his Hand... [etc. ]', Summers, III, 76. 
2" 'Sober Thoughts on Drunkenness \etc. ', Summers, III, 84. 
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nervous system. Rochester describes the equivalence between 
drink and sex in the most reductive terms possible: 
Cupid and Bacchus my saints are: 
May drink and love still reign. 
With wine I wash away my c. res, 
And then to cunt again. 
As recently as 1962 Professor Pinto was compelled to publish 
the last line, presumably on the insistence of his publishers, 
as 'And then to Love again'; 
2 
however it is, 'j think, very spe- 
cifically to 'cunt', and not to 'love', that Rochester wishes 
to return. 
Drink washes away Rochester's cares, it makes sex between 
Wycherley and his 'Nauseous Dear' supportable, and it gives 
Sheffield strength to return to the fray (see 'The Baller's Life', 
Restoration Carnival, p. 231). For Etherege, too, drink is an 
aphrodisiac and in his song 'The pleasures of love and the joys 
of good wine' (Thorpe, p. 28) he provides a timetable for combining 
the two pleasures. The Wits meet women at the theatre, court them 
in the Mall and Park, and then drink 'sparkling champagne' to 
effect a recovery until it is time to 'depose' them again - one 
existential pleasure treading hard upon the heels of another. 
But of all the Restoration drinking-wenching songs it is Sedley's 
'Drink about till the Day find us', with its bland rejection of 
'foolish Passion' and its suggestion that Wine and Love are equi- 
valent and interchangeable pleasures, that most captures the 
spirit of the genre: 
Maids are long e're we can win 'um 
And our Passions waste the while, In a Beer-glass we'll begin 'um, 
Let some Beau take th'other Toil... 
1 
2 
'Upon his Drinking 
Enthusiast in Wit' 
a Bowl' 
(1962) 
, 
,. Vieth, 52. 
65. 
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Joyning thus both Mirth and Beauty, 
To make up our full Delight: 
In Wine and Love we pay our Duty 
To each friendly coming Night. 
l 
There is a depersonalization of sexual relations going together 
with a school-boy jauntiness in such a performance which really 
epitomize Style. 
The matter-of-factness associated with Style also sets 
its mark on the two Ovidian topics of the perfect and imperfect 
enjoyments. Sheffield's 'The Happy Night' makes no pretence that 
the perfect enjoyment takes place in a love-dream; instead it dis- 
cards this particular convention so as to leave the field free 
for a straightforward piece of sexual boasting: 
0 what a night of pleasure was the last! 
A full reward for all my troubles past. 2 
Silvia's purely token resistance might suggest that she is less 
of a lady than either Donne's or Carew's heroine, but a lady-like 
scruple still obtrudes itself at the very last moment: 
But fast she holds my hands, and close her thighs 
And what she longs to do, with frowns denies. 
The tone that Sheffield takes with 'Honour' is considerably more 
peremptory, and several degrees more expressive of aristocratic 
disdain, than anything that either Donne or Carew could command: 
A strange effect on foolish women wrought, 
Bred in disguises, and by custom taught: Custom, that prudence sometimes over-rules, But serves instead of reason to the fools! Custom which all the world to slavery brings, The dull excuse for doing silly things. 
This catches the tone of Style to perfection, appealing as it 
1 Pinto, ed., The Poetical Works of Sedle , I, 19. 
2 Pope's Own Miscellany, ed. Norman Ault (1935), 15. The poem 
was published in Poems-on Severalý0ccasiöns-(1717) of which Mr. Ault's book is a reVrint. I have assumed it dates from the period of Sheffield s major production in-the 1670s and 1680s. It was omitted from the-Works of 1723, which is sig- nificant in the light of my argument in Chapter eleven. 
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does to male standards of 'reasonableness' in sexual matters and 
condescending to the 'foolish sex', as he calls it later in the 
poem, who so needlessly holds up his (and its own) pleasure. 
'Honour' for Carew was a moral imposter, 'a Masquer [or] vast 
Idoll', but Sheffield makes it sound like mere Bad Form. At any 
rate his scorn has its effect on Silvia's token resistance and 
the way soon lies open to the male lover's final 'fierce assault... /. 
Like lightning piercing, and as quickly past'. It is at this 
point that. Restoration matter-of-factness asserts itself most 
vigorously. Unlike Carew's Celia, Silvia is the most active of 
lovers: 
Fond of the welcome guest, her arms embrace 
My body, and her hands another place; 
Which with one touch so pleas'd, and proud will grow, It. swells beyond the grasp that made it so. 
What develops with the active collaboration of both partners is 
a kind of sexual marathon: 
Though twice o'erthrown, he more inflam'd does rise, 
And will to the last drop fight out the prize. 
When desire flags it has to be resuscitated: 
Though fallen from the top of pleasure's hill, 
With longing eyes we look up thither still: 
Still thither our unwearied wishes tend, 
Till we that heighth of happiness ascend, 
By gentle steps; th'assent it-self exceeds 
All joys, but that alone to which it leads. 
The 'gentle steps' are first kisses, then a mingling of tongues 
('Still in one mouth our tongues together play'), then 'groping 
hands', then 'a, general kiss of all our parts' (which the poet 
enjoys more than anything else because what it lacks in 'rage, ' it 
gains in ', endless length'), then physical embraces`('Now wanton 
with delight, we nimbly move/our plyant limbs in all the shapes 
of love'), until finally 'one provoking kiss' induces the sexual 
climax. -'The whole performance is achieved by 'a willing mind' 
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which is expert at the 'sports of love'; 
it'is only 'gamesome 
fools' who make love instinctively and therefore clumsily. 
All of this, of course, derives closely from the Ovidian 
tradition. It is by Art that the lovers spin our pleasure to 
'endless length', and it is Art (i. e. the 'willing mind') which 
helps them mount to the 'top of pleasure's hill'. Several 
de- 
tails derive directly from Ovid, such as the tongues playing to- 
gether in one mouth (compare Amores III, vii, 9: 
'oscula... 
cupide luctantia linguis') and the 'trembling hands' which play 
with his sex (ibid., 1.74: 'molliter admota sollicitare. manu'), 
and there is in the nimble movement of 'Our plyant. limbs in all 
the shapes of love' a blatant borrowing from Carew (see 'A Rapture', 
lines 119-21). Nevertheless there is at no point in the poem any 
expression of erotic involvement, as in Ovid's denunciation of his 
member, Carew's predatory seizure of 'the Rose-buds in their per- 
fum'd bed', or Nashe's reaction to Jill's silks. Sheffield's 
interest is all in the performance, in the skills needed for re- 
peated intercourse. The lovers' bodies are pleasure machines, 
and the perfect-enjoyment convention merely supplies the spring 
which sets the wheels in motion. 
The logical consequences of this solipsism is an indifference 
as to how the pleasure is produced - any mill is good enough for 
the grist. This is best illustrated by looking at the Restoration 
version of the love-dream. We.. have already seen how in Dryden's 
'Beneath a Myrtle shade' the. poet's dream vision leads to a noc- 
turnal emission. Similarly, in the anonymous 'A Dreame' the hero 
imagines that he is having intercourse and wakes to find that in 
a sense he has: 
.. 
ý- ,ý. 
., ý_. 
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Thus I awak't mock't by my lustful brain, 
I felt my belly wett and slept againe. 1 
For Sheffield, too, in 'The Dream', 'indulgent Dreams bestow/ 
What your cruelty denies' (Restoration Carnival, p. 234). A 
pleasant consequence of this indulgence is that it absolves 
the poet of all guilt: 
Blush not that your Image, Love 
Naked to my Fancy brought; 
'Tis hard, methinks, to disapprove 
The Joys I feel without your Fault. 
The effrontery of this is surely rather striking. Sheffield 
reconciles Pleasure and Custom by what is in effect masturbation 
and then congratulates the girl for having played no part in it. 
To reach the summit of 'pleasure's hill' without even the girl's 
physical presence to help the lover on his way is the perfect 
expression of the Restoration enthusiasm for sexual mechanics. 
It is (to adapt the terms used by Donne in his eighteenth elegy) 
to 'shipwrack' without having even left port. 
Masturbation is also the theme of Rochester's 'Fair Chloris 
in a pigsty lay' (Vieth, p. 27). Chloris dreams that she is being 
violated in her sleep and wakes up in the excitement of coming 
to a climax: 
Frighted she wakes, and waking frigs. 
Nature thus kindly eased 
In dreams raised by her-murmuring pigs 
And her own thumb between her legs, 
She's innocent and pleased. (11.36-40) 
The love-dream now leads to the dream-orgasm - this is the Res- 
toration contribution to this particular topic of the Art of Love. 
-Rochester's-poem illustrates-a tendency of Restoration 
eroticism to.. which. -I 
have already referred, which-is to see the 
1 BM Harley MS 7312, f. 106. 
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male orgasm as the criterion of pleasure. 
Etherege supplies the 
perfect image for this when he writes in a 
letter that it is 
but seldom I have had occasion in this grave place 
[i. e. Ratisbon] 
to draw my Bow, and when I have, I did not perceive my Nerves 
were slacken'd. '1 Intercourse for the Wits 
is the relaxation 
of sexual tension and it hardly seems to matter where the arrows 
go as long as the bow-string is released. Rochester 
in parti- 
cular shows a fine impartiality in his choice of targets: 
Then give me health, wealth, mirth and wine, 
And, if busy love entrenches, 
There's a sweet, soft page of mine 
Does the trick worth forty wenches. 
2 
Any target 'Does the trick', which implies that the sexual act 
is a kind of physical reflex from which all human associations 
of tenderness or sympathy have been abstracted. In 'A Rapture' 
Carew describes intercourse in terms of a merchantman coming 
into harbour where she may 'Ride safe at Anchor, and unlade her 
fraight', but the characteristically Restoration version of this 
is both more reductive and more disrespectful of the woman's 
claim to dignity: 
And if you do not there provide 
A port where I may . safely ride, Landing in haste, in some foul creek, 
'Tis ten to one, I spring 'a leak. (11.43-6) 
No-doubt Dorset's girl is several cuts socially below Carew's, 
but this does not excuse the brutality . of 'some foul creek'. 
My point is that when Carew'unloads his freight within the 'Cyprian 
straight' of Celia's thighs ('A Rapture', 11.85-6) Celia's dignity 
1 Bracher, Letters, 111. The image recurs-in Etherege's 'A 
Second Letter. to 
. 
Lord ° Middleton',, : (11.71-2) , Thorpe, 48. 
2 . 'Love a woman? You're an, ass. ", Vieth, 51. 
3 Dorset's 'A Letter from Lord Buckhurst to Mr. George Etherege', 
. Thorpe, 35. 
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is not thereby impaired, but no Restoration woman could have felt 
flattered by the implied comparison between herself and an empty 
vessel. Generally the Restoration amorist seems prepared to 
'spring a leak' in any convenient receptacle that comes to hand: 
I Rise at Eleven, I Dine about Two, 
I get drunk before Seven, and the next thing I do; 
I send for my Whore, when for fear of a Clap, 
I Spend in her hand, and I Spew in her 
LLap 
and then when the girl leaves him 'I bugger my Page'. 
l 
At the Restoration the tendency to give a brutally reductive 
turn to the traditional image of woman as the passive field where 
man sows his seed becomes pervasive. Rochester takes it further 
than most: 
Let the porter and the groom, 
Things designed for dirty slaves, 
Drudge in fair Aurelia's womb ... 
2 
Drenched with the seed of half the town, 
My dram of sperm was supped up after 
For the digestive surfeit water... (11.114-6) 
I was content to serve you up 
My ballock-full for your grace cu ... (11.121-2) 
A passive pot for fools to spend in: 3 (1.102) 
The last two passages are from a poem in which Rochester attacks 
a woman for giving herself away to other lovers. The poem con- 
cludes: 
And may no woman better thrive 
That dares prophane the cunt I swivel (11.165-6) 
What has driven Rochester to such an extremity of vindictive 
loathing is not the loss of the girl but the loss of her 'cunt'. 
It is really Rochester himself and his instrument who have been 
prophaned; his anger is that of a man who sees someone else 
1 'Song', Rochester's 'Poems on Several Occasions', ed. James Thorpe (Princeton, 1950), -59. Vieth thinks the poem is probably by Dorset; see his Attribution in Restoration Poetry (New Haven 
and London, 1963), 86-7,168-72 and 411-12. 
2. 'Love a Woman? You're an ass! ', Vieth, 51 (my italics). 
3.. ' A', Ramble in.: St. , James's Park', Vieth, 40 (my italics). 
I 
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making free use of what has hitherto been reserved for his own 
exclusive use. He has been deprived of an object. 
Rochester's ability to feel and express extremities, whether 
of vindictive loathing or of anything else, is of course what 
distinguishes him from, and elevates him above, the other mem- 
bers of 'the merry gang'. In the best of his erotic verse there 
is a dangerous tension between the extremes of attraction and 
repulsion, for example between an exacerbated sense of his body 
as the tool of pleasure and an equally violent revulsion against 
the consequences of such behaviour. 1 Both the positive and the 
negative impulses are simultaneously present in these remarkable 
(and remarkably unpleasant) lines from 'The Imperfect Enjoyment' 
(Vieth, p. 37): 
Worst part.. of me, and henceforth hated most, 
Through all the town a common fucking post, 
On whom each whore relieves her tingling cunt 
As hogs on gates do rub themselves and grunt, 
Mayst thou to ravenous chancres be a prey, 
Or in consuming weepings waste away. (11.62-7) 
The part in question is 'worst' because it will not function 
properly at the appropriate moment but Rochester manages to glor- 
ify it even while he gives a bitterly caustic account of its 
habitual misuse. There can hardly be a more reductive view of 
sexual relations than that of a whore relieving herself at the 
poet's expense like a hog against a gate, pigs masturbating in 
a farmyard. Rochester knows this, but he is not proposing to 
give up intercourse as the result. It is as'though he were 
1 See Anne Righter's interesting comparison between Rochester 
and Byron-as poets who 'pushed individual experience'as far 
as it could go, only to find that . even'in , 
the, rarified air 
of the, extreme it was 
. 
disappointing',, 'John Wilmot, Earl of 
Rochester',, Proceedings . of- the` British-Academy, 
53 (1967), 50. 
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insisting on the need to continue with the experiment of exist- 
ential pleasure, 
1 the basis of his claim to be the arch-hero of 
Style, even though it lead to the death of the sense involved 
and to personal humiliation. The effect is very unlike Marston's 
condemnation of fascinating but forbidden pleasures. Rochester 
does not find the pleasures fascinating because he knows them all 
too well. On the other hand, if he condemns the pleasures it is 
not because of moral scruple but because he has a painful sense 
of how an over-indulgence in this 'worst part of me' reduces them 
to a deadening routine. Nevertheless it is a routine which, like 
a drug, he feels he cannot do without. 
Rochester's poem supplies a bridge between the Ovidian topics 
of the perfect and imperfect enjoyments. The first eighteen lines 
of the poem comprise the ci sest approach I know of in Restoration 
literature to the whole-hearted celebration of the perfect enjoy- 
ment: 
Naked she lay, clasped in my longing arms, I filled with love, and she all over charms; Both equally inspired with eager fire, Melting through kindness, flaming in desire. 
With arms, legs, lips close clinging to embrace, She clips me to her breast, and sucks me to her face. Her nimble tongue, Love's lesser lightning, played 
Within my mouth, and to my thoughts conveyed 
Swift orders that I should prepare to throw The-all-dissolving thunderbolt below. 
My fluttering soul, sprung with the pointed kiss, 
Hangs hovering o'er her balmy brinks of bliss, 
But whilst her busy hand would guide that part Which should convey my soul up to her heart, 
In liquid raptures I dissolve all o'er, Melt into sperm, and spend at every pore. 
A touch from any part of her had done't: 
Her hand, her foot, her very look's. a cunt. 
I 
1 Vivian de Sola, Pinto uses a similar expression in his 
edition'ofýPoems by John Wilmot Earl, -of Rochester, 2nd edn. (1964)': 'His hedonism seems to have been a 'kind of experi- ment, in they life of pure sensation... ' (p. xxvi). 
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The clinging arms, legs and lips; the nimble tongue playing in 
the man's mouth; the 'busy hand' which guides his bark into love's 
channel (see 'A Rapture', line 89) - these are all familiar ele- 
ments of the Art of Love tradition. The distinctively Restoration 
note comesin with the equivalence between hand, foot and cunt as 
sources of pleasure; presumably any one of them will 'do the 
trick', like Rochester's 'soft, sweet page'. 
With the lover's dissolution into 'liquid raptures' in line 
fifteen the enjoyment threatens to become imperfect. In Amores, 
III, vii, which I cited in my Introduction as the source for the 
topic of the imperfect enjoyment, 
' the problem is the male lover's 
unexpected impotence ('nec potui cupiens') and in The Choise of 
Valentines it is his fatigue in the face of Jill's repeated de- 
mands. Here, however, it is premature emission which is the 
trouble. Rochester's detail of the man melting with sperm and 
spending at every pore is his own contribution to the genre and 
a distinct step forward in matter-of-factness. So, for that 
matter, is his description of the girl's unflustered reaction: 
Smiling, she chides in a kind murmuring noise, 
And from her-body wipes the clammy joys, 
When, with a thousand kisses wandering o'er 
My panting bosom, 'Is there then no more? ' 
She cries. . 
'All this to love and rapture's due; 
Must we not pay a debt to pleasure too? ' (11.19-24) 
1 R. E. Quaintance in 'French Sources of the Restoration "Imper- 
fect Enjoyment" Poem'.,. q, -42 (1963), 191, cites chapters 128-40 of the Sat ricon-as an additional source, a citation 
!.: that Thorpe (p. =ieth (p. 37) both quote. However I 
am by no means convinced that this is the case. The Amores 
was by. far the more famous'. work . at =the , Renaissancerand the authors of the Restoration imperfect enjoyment poems 
_.. -wrote is much closer to Ovid-,, than to the roughly comparable passages in Petronius. Compare for example Rochester's poem, 
'_11.7-. 8 . with Amores,, III, vii, 9,. and-the Satyricon, chapter 
32, 
paragraph 1.7 "ÖT in Polyaenus's denunciation of his sex do 
we have a definite sense of indebtedness, but this passage too could have been Ovid. suggested by 
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The girl here is a true Ovidian in her distinction between 
loving by instinct, which is 'love and rapture's due', and loving 
by art, which is the sure way to ensure 'pleasure'.. In other 
words, if a man is to satisfy a woman he must steal there 'by 
degreese'. In this as in the 'wandering kisses' ('She kissed 
me high, she kissed me low - she tried everything', is Guy Lee's 
translation of the equivalent couplet from Amores, III, vii) she 
shows herself to be the perfect pagan hetaera, or Ovidian lover- 
by-art. 
Rochester's reaction to his failure is, however, Ovidian 
with a difference. Whereas Ovid fumes and at one point gives 
vent to an outbreak of anger ('quip istic pudibunda iaces, pars 
pessima nostra? ') Rochester rages like a wounded animal. I have 
already quoted part of his denunciation and what it testifies to 
as a whole is a sense of disgust and self-indulgent bitterness 
which is totally self-regarding. For this reason I think that 
C. C. Doyle's comment that 'the most striking thing about the poem 
is the way the account of embarrassment and frustration turns 
into a compliment and an expression of genuine affection', and 
that 'denying it the status of a love poem narrows the province 
of art to only a portion of experience'., 
l 
misses the point. Per- 
sonally, I see no evidence of 'genuine affection' in the poem nor 
any sign that the poet's distress springs from any sincere sense 
of having failed his lover. What upsets him is that he has 
failed himself the well-oiled machine has failed to work as 
it should. How the machine habitually did work in happier days 
is given us in lines which carry the idea of the sex act as a 
physical reflex even'one stage further than the passage quoted 
above. -., 
1 .' Review 'of . Vieth: s. edn. of The Complete Poems, Eighteenth- Century Studies, 4 (1970-1), 10 5. 
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Stiffly resolved 'twould carelessly invade 
Woman or man, nor ought its fury stayed: 
Where'er it pierced, a cunt it found or made. (11.41-3) 
The sheer ugly violence of this image gives one the sense of a 
blind, quite impersonal, predatory force which uses anyone of 
either sex and in any conceivable way for its satisfaction. 
1 
A 
poet who can write like this most certainly 
'narrows the province 
of art to only a portion of experience' - which is the 
biological. 
Rochester's poem is only. one of a group of poems on the same 
theme. Between 1577 and 1682 there were at least ten poems, five 
French and five English, all on the subject of premature ejacu- 
lation or impotence. Mr. Quaintance points out that after Regnier's 
version dated 1613 the poems 'become less and less neoclassical 
imitations, more and more the occasion for dramatizing a recog- 
nizably "modern", libertine attitude, one distrusting the inter- 
ference of rational or imaginative faculties in a situation pro- 
perly physical only. '2 This would support my contention that as 
the century advances the Art of Love narrows its scope from the 
. elaboration of 
imaginative 'scenarios' of erotic activity to a 
mere matter-of-fact concern with the physical realities of inter- 
As the matter-of-factness gains ground, so the erotic course. 
temperature. ' drops. A small but telling example. of this may be 
taken from Etherege's version of the imperfect enjoyment topic, 
dated 1672.3 The poem is a curious, and not very agreeable, 
mixture of the hard- and soft-boiled: 
1 Most editions make one target -of this invasionýan 'Oyster, 
Cinder, Beggar, common Whore'.. David Vieth's re-punctuation, 
'What oyster-cinder-beggar-common'whore', proposes a whore of 
rather awful virtuosity. .. 
2 Quaintance,. art. cit., 191. To Mr. Quaintance's ten poems 
might, be added 'After long service and a thousand vows' from 
The Bristol Drolle (1674), reprinted in A. H. Bullen, Speculum 
Ama ntis 1889 , 19. 
3 'The Imperfect Enjoyment', Thorpe, 7. 
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After a pretty amorous discourse, 
She does resist my love with pleasing force... 
(11.1-2) 
To ease my passion and to make me blest, 
The linen of itself falls from her breast; 
Then with her lovely hands she does conceal 
ThnsP wonders chance so kindly did reveal... 
(11.7-10) 
Her love is in her sparkling eyes expressed, 
She falls on the bed for pleasure more than rest.. 
Oh cruel chance: the town which did oppose 
My strength so long now yields to my dispose 
When, overjoyed with victory, I fall 
Dead at the foot of the surrendered wall. 
Without the usual ceremony, we 
Have both fulfilled the amorous mystery; 
The action which we should have jointly done, 
Each has unluckily performed alone... 
She blushed and frowned, perceiving we had done 
The sport she thought we had not yet begun... 
From my defeat your glory does arise, 
My weakness proves the vigor of your eyes; 
They did consume the victim, ere it came 
Unto the altar, with a purer flame. 
(11.21-2) 
(11.27-34) 
(11.39-40) 
(11.45-8) 
Lines like 'The linen of itself falls from her breast' and 'She 
falls on the bed for pleasure more than rest' have, in the con- 
text of the 'softnesses of love' of the poem as a whole, the effect 
of implying that even well-brought-up girls, the sort that would 
put up at least a token show of resistance, are really whores 
at heart. Restoration matter-of-factness shows itself too in the 
way the poem implies that the premature orgasm has in fact been 
mutual ('we/Have both fulfilled the amorous mystery... Each has 
unluckily performed alone'). Thorpe suggests thatEtherege's 
poem is 'more witty and-mannerly, less crude and bawdy' than 
Charles de Beys's 'La Jouissance Imparfaite' from which it de- 
(pp. 77-8), but its mannerliness only disguises, but cannot rives 
conceal, a cynical detachment towards both the girl and the act. 
This detachment- necessari ly. precludes erotic feeling and it is 
significant that Etherege leaves out, in his imitation the one 
stanza in Beys's poem which has a direct erotic charge: 
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Desiaý[sic] sa gorge s'enfle un peu, 
Et (j ay de la peine a le croire, ) 
J'appergoy 1'esclat d'un beau feu, 
Entre deux colomnes d'Yvoire. 
1 
The erotic implies a real subjection to the object of desire. 
Etherege cannot include it (even if he was capable of feeling 
it) without forfeiting the posture of godlike self-sufficiency 
in matters sexual which is part of the mask the Restoration 
Wit 
assumes to meet the world with. 
A third imperfect enjoyment poem is actually a woman and 
its interest lies in the way it displays symptoms of sexual 
queasiness. Mrs. Aphra Behn's 'The Disappointment' is a free 
translation of the first third of de Cantenac's 'Un Jour, le 
Malheureux Lisandre' (published about 1660). Mrs. Behn follows 
de Cantenac (and Ovid) in seeing love-making as a reciprocal 
activity: 
Cloris returning from the Trance 
Which Love and soft desire had bred, 
Her timerous Hand she gently laid 
(Or guided by Design or Chance) 
Upon that Fabulous Priapas, 
That Potent God, as Poets feign; (st. 11) 
only to withdraw it hurriedly when she finds it 
Disarm'd of all his Awful Fires, 2 (st. 12) And Cold as Flow'rs bath'd in the Morning-Dew. 
This is certainly 1 -very delightful and absurd. However what is 
more relevant to our theme are the changes and interpolations 
Mrs. Behn makes in de Castenac's text. Whereas de Castenac allows 
the lover to-make a-comeback in triumphant'style, Mrs. Behn allows 
him no resurrection. -, -Lines-like 
While'the-o'er-Ravish'd`Shepherd lies 
Unable to perform the Sacrifice (st. 7) 
1 'Les Oeuvres poetiques de Beys (Paris, 1652), 153. 
2 Poems upon, Several Occasions (1684), 70. The poem was written 
before 1680 as itýwas included in-the-Antwerp edition of Poems 
, on Several Occasions in that year. 
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and 
The too transported hapless Swain 
Found the vast Pleasure turn'd to Pain, (st. 8) 
are her own additions and suggest that (from a woman's point of 
view at least) enough was enough. 
Lady Rochester's protests to her husband show that in real 
life as well women could feel that in matters of sexual discri- 
mination enough was often enough. Conventional morality (hypo- 
critically enlisted by the Wits when it suited them to keep their 
wives in order) could enjoin women to 'remember that next to the 
danger of committing the Fault your self, the greatest is that 
of seeing it in your Husband. Do not seem to look or hear that 
waybut nevertheless wives did happen to look and hear from 
time to time and there is no doubt that they suffered acutely 
as a consequence. Here is a typical plea on the subject from 
-a letter from Lady Rochester to her husband (Prinz, No. 44, p. 275): 
If I could have been troubled att any thing when I had the 
happyness of resceiving a letter from you I should be soe because you did not name a time when I might hope to see 
you; The uncertainty of which very much aflicts me whether 
this ode Ei. e. odd3 kind of proceeding be to try my patience' 
or obedyence I cannot guesse, but I will never faile of 
ether where my duty to you requier them..., 
Lady Rochester had the talent to make her protests in poetry as 
well as in prose and her: literary. exchanges with her husband are 
interesting in that they show that, private -morality could, and 
did, overlap, with -. the public morality as prompted by Style. Lady 
Rochester's answer to-her husband'_s. lyric. 'Give me leave to rail 
at you' (Vieth, 'p. 10), -: which was written ostensibly to reprove 
her for, 'falseness'-(a charge which in no-sense rings true), 
is ' in" part as . 
follows:, 
1,, Halifax, 'Advice to a Daughter', Miscellanies (1700), 18. 
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I, to cherish your desire, 
Kindness used, but 'twas in vain. 
You insulted on your slave; 
To be mine you soon refused; 
Hope not then the power to have 
Which ingloriously you used. 
This may not be very distinguished poetry but it speaks from the 
heart - it is, in fact, the heart's answer to Style. And the same 
formula may be used to describe the series of poems written 
by. 
'Ephelia' protesting about her ill-treatment at the hands of 
'JOG. " Some of Ephelia's complaints need not perhaps be taken 
very seriously except perhaps as sidelights on what women at 
the receiving end of bachelor self-sufficiency often had. to put 
up with, as in 'Song' (p. 27): 
But He that knew how well she Lov'd, 
Beyond his Hour had staid... 
You Gods she said! how oft he Swore, 
He wou'd be hear by One; 
And now, alas! 'Tis Six and more, 
And yet He is not come. 
Her complaints. of discourtesy ('To Coridon, in shutting his Door 
against some Ladies', p. 93) and of being exposed. to the routine 
gallantries of the-professional roue - 
But ah: too late I find, your Love was such 
As Gallants pay in course, or scarce so much - 
('To J. G. ', p. 32) are also no more than one might expect from a 
society where men make all the sexual running. But just occa- 
sionally in this artless collection, as in 'To a Gentleman that 
durst not pass the door while I stood there' (p. 10), one meets 
with the expression of a genuine complexity of response which 
is the result of personal involvement of a kind largely missing 
from English love poetry since the time of Donne. 'Rage' 'Pitty' 
and 'Shame' debate within poor Ephelia's breast and she screws up 
her will to hate her lover. When, however, 'the fateful moment 
comes, 00 
1 Female Poems On Several Occasions, (1679). 
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Ill thoughts of you I ne're cou'd entertain; 
Your great Affronts, I witty Jests did think, 
And at coy Looks would turn my head, or wink: 
Nay, when you ave such proofs of your Disdain 
That I must see t, I gav't another Name; 
I only thought you saw me go astray, 
And generously put me in my way. 
It is easy to smile at this, and it is even easier to find in 
it a fatal discrepancy between the feelings and the manner of 
their expression. Nevertheless in the poems of Ephelia, as in 
the poems and letters of Lady Rochester, we recognize the genuine 
motions of the heart and this comes as a relief after the brilliant 
and heartless exhibitionism of Style. It is, of course, to Style 
that we soon return for it is Style that produces the work which 
is of lasting interest, both to the lover of poetry and to the 
student of eroticism. None the less it is appropriate to end 
this chapter with a reminder of that sensitive responsiveness to 
the truth of the affections which has always depended upon the 
influence of women, for it is that influence (on the whole so 
lacking from the period I have been discussing) which largely 
determines the character of the poetry of love in the age which 
follows Rochester's death. 
4 
/ 
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11 The Decline of Eroticism: 1680-1760. 
Who moves within the Middle Region shares 
" The least Disquiets, and the smallest Cares. 
(Pomfret: 'To His Friend, Inclin'd to Marry') 
ADIEU to ravishing Delights, 
High Raptures, and romantick Flights... 
How great a Change. how quickly made. 
They learn to call a Spade a Spade. 
(Swift: 'Strephon and Chloe') 
Rochester's disenchantment with Style may be charted in the 
satires written in the last five years of his life where there 
is a growing sense of alienation from the world of the courtier- 
poet, whose 'wit was his vain, frivolous pretense/Of pleasing 
others at his own expense. ' This last quotation comes from 
'A Satyr Against Reason and Mankind' which is at once Rochester's 
most fervently argued rejection of Style (at least as far as its 
sexual mores are concerned) and his most persuasive defence of 
the naturalistic ethics of libertinism. The poem's fascination, 
in fact, largely depends upon this ambiguity. What may and 
what may not be considered a 'reasonable' degree of sexual 
appetite? he asks. A key passage consists of lines 94-109, 
part of which I have already quoted in another context. On 
the one hand these lines may be taken as supporting appetite 
against the moralistic restrictions and prohibitions of Custom, 
and on the other as insisting on the regulatory role of 'true 
Reason' whereby the appetites maybe tempered in a way conducive 
to'--lasting happiness. l One meaning looks back to the debate 
1 See Thomas H. Fujimura, 'Rochester's "Satyr Against Mankind": An Analysis', SP, 55 (1958), 576-90. There is also a'valuable discussion, of ttHe poem in. Griffin, Satires Against Man,, 197-245. 
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between Lucretian 'inconstant love-making' and Christian ethics 
which has been a sub-theme of this thesis, and the other looks 
on to the sway of Reason and emotional moderacy wherein 'the 
morally suasive reason of the Christian humanist has been re- 
placed by the purely pragmatic faculty of the naturalist thinker' 
(Fujimura, p. 579) which is wholly of the eighteenth century. 
I think that we may in fact take this passage as indicating a 
point of balance when the sexually rapacious Wit,. whose self- 
definition is largely achieved by opposition to the moral norms 
of conventional society, begins to yield ground to a new type 
of social hero for whom sexual fulfilment is relegated - in his 
public attitudes even if not always in his private actions - to 
a quite subsidiary place in the total of life's pleasures. 
Rochester's hypothetical 'meek, humble man of honest sense' 
(see 'A Satyr Against Mankind', 11.215-8) may therefore be 
taken as foreshadowing the full-blown gentleman 'philosopher' 
of Augustan times. 
1 It is this scaling down of appetite to 
more 'reasonable' proportions, and this substitution of an 
erotic norm which is immoral and aristocratic by one which is 
moralistic and middle-class, which will be the subject-matter 
of this concluding chapter. 
Rochester's rejection of Style was not perhaps as simple 
as the above account may have implied and it is worth setting 
against his denunciation of lust and adultery in lines 198-202 
of 'A Satyr' the remarks in his letters to Henry Savile already 
quoted, where he announces his ambition 'to out-do Machiavel' 
and to exchange 'Policy' for the lesser 'Folly... whether Wine 
or Women"I know,, not' when he comes to London. Both the 'Satyr' 
1 'A philosopher, which is what I mean by a gentleman', No. 69, The Tatler, ed. G. A. Aitken (1898-9), II, 144. 
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and the letters to Savile date from the same year, 1676. None 
the less there is little doubt that by this time Style was on 
the wane and that Rochester's 'Dying Remonstrance' and death 
in 1680 dealt it the symbolic coup de grace. Not only does 
1680 mark the terminal point of Style but it also brings to a 
close the century of erotic verse which has been the subject of 
this thesis. 
After Rochester's death there is a swift and striking 
change'of moral climate. Etherege, whom J. H. Wilson calls 'the 
pitiful last of the rakes', 
I 
comments from Ratisbon on how the 
circle of Wits has totally disbanded only eight years after 
Rochester's death: 'Few of us have the gift to be constant to 
our selves. Sir Charles Sedley sets up for good houres and 
Sobriety, my Lord [Dorset] has given over variety and shuts 
himself up within my Ladys arms... [etc. 3. '2 Professor Pinto 
glosses these 'good houres' when he explains how Sedley recon- 
structed his life after a severe illness and in so doing trans- 
formed himself successfully 'from a Restoration Wit to an 
Augustan gentleman' (Restoration Carnival, p. 15). I have al- 
ready quoted Dryden's plea of guilty 'to all thoughts and ex- 
pressions of mine, which can be truly argued of obscenity, pro- 
faneness, or immorality' (Ker, II, 272), and although he cannot 
be accused of ever having been a servant to Style yet this access 
of high-mindedness in later life is-a telling indication of the 
way the wind was blowing. Harold Wendell Smith makes the rele- 
vant point when he. points_out how Dryden consciously strove to 
cf 
1 The Restoration Wits, 200. -See 198'ff. for a full account 
of the disbanding o the circle of Wits. 
2 'Bracher, -''167. See also the letter-to Lord Middleton, 175. 
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achieve 'the level of social position designated by the word 
"gentleman"' and how as he grew older he 'solidified himself 
with the bourgeoisie'. 
1 
Of all the major writers within the 
circle of Style only Wycherley kept it'üp into the eighteenth 
century, with the result that by the time his Miscellany Poems 
were published in 1704 their style and content seemed old- 
fashioned to contemporaries. As Katharine M. Rogers-points out: 
'With remarkably poor judgment, Wycherley made his selection of 
poems in accordance with Restoration taste.... Readers of 1704 
were understandably not interested in cumbersome epistles "To 
a fine young Woman, who being ask'd by her Lover, Why she kept 
so filthy a thing as a Snake in her Bosom... [etc ) ". '2 I have 
already cited this poem as testifying to Restoration matter-of- 
factness, the predominant 'taste' of Wycherley's youth, and it 
is evidently not matter-of-factness that the readers a generation 
after Rochester's death are really looking for. James Sutherland 
substantiates this when he says that 'to "swear like a gentleman", 
to be "as drunk as a lord", had rather less relevance in 1700 
3 
than in 1660. ' He goes on to illustrate the further degree 
of change that had occurred by 1711 by quoting Steele's des- 
cription of The Man of Mode as 'a perfect Contradiction to good 
Manners, good Sense, and common Honesty' (Spectator No. 65). 
A yet better illustration, however, might be Steele's satirical 
treatment in Spectator No. 158, of a man 'now between fifty and 
sixty [who] had the Honour to be well with the first Men of Taste 
1 'Nature, Correctness and Decorum', 294 and 293. 
2' William W cherley (New York, 1972), 118. 
3 English Literature in the Late Seventeenth Century, 19. 
Pages. 18-20 contain'a useful summary of the changes in moral climate after the"Glorious_Revolution of 1688. 
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'1 and Gallantry in the joyous Reign of Charles the Second. 
In. printing this gentleman's letter Steele knows that he can 
. rely upon a complicity 
'of amused superiority on the part of 
his readers: 
It is monstrous to set up for a Man of Wit, and yet deny that 
Honour in a Woman is any thing else but Peevishness, that 
Inclination is the best Rule of Life, or Virtue and Vice 
any thing else but Health and Disease. We had no more to 
do but to put a Lady in good Humour, and all we could wish 
followed of Course. '... Had you... set up for being in vogue 
in Town, you should have fallen in with the Bent of Passion 
and Appetite.... I have a great deal more to say. to you, but 
I shall sum it up all in this one Remark, In short, Sir, 
you do not write like a Gentleman. 
Readers of The Spectator will of course know which of the two 
men, Steele or his anonymous correspondent (who may in this in- 
stance have been Steele himself), represents the truer ideal of 
writing 'like a Gentleman'. 
Such are some of the indications of the eclipse of Style 
in the decades following Rochester's death. The best proofs 
are, however, to be found in. the love poetry published between 
1680 and 1700. An example is Philip Ayres's little Emblemata 
Amatoria (1683), a sweet, confectionery collection that both 
flatters and patronizes the 'Fair Sex' (the volume is signi- 
ficantly dedicated 'to the Ladys'). This is poetry intended 
for the dressing-table and as such it anticipates those eight- 
eenth-century collections which Bonamy Dobree characterizes as 
'poetry of the drawing-room, in which woman must be wooed by 
graceful concessions rather than by a triumphant masculinity. '2 
1 The Spectator, ed. D. F. Bond (Oxford, 1965), II, 118-9. See 
also No. 182 (11,219): 'The World is so alter'd of late Years.. 
If Fornication is to be scandalous, half the fine things that 
have been writ by most of the Wits of the last age may be 
burnt by the common Hangman'; and No. 151 (11,93): 'According 
to [Will Honeycomb] plain and simple Vice was too little for 
a Man of Wit and Pleasure.... WILL thinks the Town grown very dull, in that we do not hear"so much as we'üsed to do of these Coxcombs.:.: 
2. English Literature in the Early Eighteenth Century, OHEL, 
vol. Oxford,... 1959 ,. 526. 
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In Emblemata Amatoria, as in Examen Poeticum (1694), the pre- 
datoriness of Style yields place to a tone for which the only 
appropriate description is that it resembles moral uplift of 
the Victorian period: 
To get our likeness! what is that! 
Our likeness is but Misery; 
Why shou'd I toil to propagate 
Another thing as vile as I? 
From Hands Divine our Spirits came, 
And Gods, that made us, did inspire 
Something more Noble in our Frame, 1 Above the Dregs of Earthly Fire. 
And Thomas Yalden's 'Against Enjoyment' from the same collection 
(p. 204) argues against fruition, not in order to postpone and 
so intensify appetite as earlier poets had done, but so as to 
avoid its being stimulated at all. Such high-mindedness infil- 
trates the most notoriously sensual topic of all, that of the 
perfect enjoyment: 
Encourag'd thus, I boldly did invade 
With eager ardour the forgiving Maid; 
But when I clasp'd her Body close to mine, Twas more than Rapture all. 'twas all Divi ne.... 
The poet's soul flies away, and then - 
My Soul re-enter'd, we repeated o're A Thousand Joys, unknown to both before2 
which is as far in the direction of erotic immediacy as the 
poem ever gets. 
Poets generally aim for what in love is 'more than Rapture. ' 
John Oldham's 'Love's Elizium' is both generalized and anodyne: 
1 J. Allestry's 'What art thou, Love! ', Examen Poeticum, 
Being the Third Part of Miscellany Poems (1693 , 178. 
ý2 `The Enjoyment', The Annual Miscellany for the Year 1694, 
being the Fourth Part of Miscellany Poems (1694 , 166. 
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A while my wanton Hand was pleas'd to rove 
Through all the hidden Labyrinths of Love; 
Ten thousand Kisses on her Lips I fix'd, 
Which she with interfering Kisses mix'd... 
And the consummation when it comes is a very poor echo of 
Carew's: 
What follow'd was above the pow'r of Verse, 
Above the Reach of Fancy to rehearse: 
Not dying Saints enjoy such Extasies, 
When they in Vision antedate their Bliss.... 
The 'more than Rapture', in fact, is an appropriation to the 
divine of earthly pleasures which are thereby toned down or 
negated: 'more' in one sense becomes 'less' in another. All 
three poems I have quoted use such 'divine' imagery and the 
effect is soft-centred and sentimental in comparison with its 
use in early seventeenth century where (as I have argued) the 
effect is an intensification of the erotic frisson. Increasingly 
after 1680 such images are used'to'add 'tone' to a poem and so 
give it a spurious aura of high-mindedness and respectability. 
I shall comment below on the quite Victorian way in which 
Augustan poets refer to women as 'Angels'. 
If John Oldham's love-dream is high-minded, then Philip 
Ayres's is even more so. His one thought when he wakes, up is 
to 'chace the Fancy' from his-mind in case it brings 'ill Omens' 
to his love. 
2 
And he sentimentalizes another topic of erotic. 
love when he reduces the predatory fierceness of the libertine 
treatment of the 'fair beggar' theme tö pretty embroidery: 
'The°Dream', 'Poems and Translations"(1684), 122. The poem 
had, however, been written seven years earlier. Bonamy 
Dobree' consider s, 'it luscious' In the extreme' and does 
not include it in his edition of The Poems of John Oldham 
(1960). 
2- , 'A Dream':., =Lyric Poems 
(1687)1-49. w... 
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Nature on'thee has all her Treasures spread, 
Do but incline thy rich and pretious Head, 
And those fair Locks shall pour down showres of Gold. 
1 
And even William Walsh, who has claims to be considered a 
direct successor to the Wits, is no better, as any poem taken 
from his Letters and Poems, Amorous and Gallant (1692) will 
readily confirm. 
I have mentioned most of the collections of amatory verse 
published between 1680 and 1700, but it would be a mistake to 
overstate the case by implying that Style and sexual libertinism 
came to a full stop with Rochester's death. Traces of both 
linger on in several of the collections I have named and it 
would be truer to say that there is a tapering off, rather than 
any sudden and decisive change of direction. For example, the 
same volume which contains Oldham's 'The Dream' includes also 
his translation from Voiture entitled, 'Upon a Lady, who by 
overturning of a Coach, had her Coats behind flung up, and what 
was under shewn to the View of the Company' (The Works, p. 90); 
Examen Poeticum (1693) has in it a few blatantly libertine poems, 
such as 'After the fiercest Pangs of hot Desire' and 'Syphilis' 
(pp. 387 and 469); and Miscellany Poems (1684) includes trans- 
lations of twenty-one of Ovid's 'Elegies', although the Ovidian 
note in these is distinctly muted. Nevertheless such relics 
do not belie the general tendency which is consistently towards 
a greater sobriety and politeness. Dryden himself provides con- 
firmation of this in the poetical miscellany immediately after 
the one which contains his Ovid translations, where he feels 
constrained to apologize for choosing to'translate the notoriously= 
licentious Book IV-of-De Rerum Natura: .T am only the Translatour, 
' 
1 'On ä Fair Beggar', ibid., 16. 
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not the Inventor; so that the heaviest part of the censure 
falls upon Lucretius, before it reaches me. '1 1 have already 
in Chapter nine discussed what this particular translation. re- 
veals of Dryden's incapacity as a mediator between his middle- 
class public and the passionate intensities. of the Lucretian 
original. 
By the early eighteenth century the evolution of taste 
I have been pointing to was virtually complete. To read through 
a number of early eighteenth-century amatory collections is to 
be made forcibly aware of the almost total disappearance of the 
erotic. It is as if the Art of Love had ceased to exist. The 
love theme is, as Bonamy Dobree puts it, 'treated in such a way 
as to mark it of its time, imbued with a strong sense of the 
social, even of the domestic; it was thus no joyous or argu- 
mentative utterance defiant of any would-be listener. l2 (The 
last part of this quotation is, incidentally, an excellent des- 
cription of Style. ) Feelings and sensations now inhabit what 
John Pomfret calls 'the Middle Region'. In 'The Choice', Pomfret 
says of his ideal partner that 'I'd have her Reason all her 
Passions sway', 
3 
and the phrase 'a genteel sufficiency' from 
the same poem aptly describes all that the early eighteenth- 
century amatory poet allows to passionate love. The whole poem 
is an amusing study of low-keyed pleasures and even drink, that 
great amatory stand-by, is firmly put in place: 
My House shoo' d no such--rude *Disorders show As from High; -Drinking consequently flow. 
1 Sylvae: or, the Second Part of Poetical Miscellanies (1685 
2 English Literatur 
4' 
ge in the Early Eighteenth Century, 524. 
3 Poems upon Severäl'-Occa`sions, 
-4th -edn. "`(1716); 1. 
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It is as though Pomfret were determined to take every single 
value espoused by Style and turn it on its head. 
In 'The Petition for an Absolute Retreat' Lady Winchilsea 
asks for 'A Partner suited to my Mind, /Solitary, pleas'd and 
kind', 
1 
and this is what she feel's about pleasures in general: 
If allow'd they be 
Freely, and thankfully as much I tast 
As will not reason, or Religion wast. 
ý 
Mary Chudleigh (whose The Ladies Defense; or, the Bride-Woman's 
Counsellor Answer'd (1701) isa spirited and witty attack on the 
tradition of the Restoration Wit and on the double standard 
generally) admonishes her readers: 
Learn here to love at a 
To wish for nothing but 
For intellectual Ji 
And Pleasures more 
Than Earth can give, or 
sublimer Rate, 
exchange of Thoughts, 
Dysý 
d3 
Fancy can create. 
And Ambrose Philips sums up the movement in the direction of 
emotional quietism in his praise for 'a little country dwelling, 
advantageously situated' at the expense of 'a fair stately, 
palace... Cwhich] swells the Soul... with notions of grandeur. '4 
The preference for the 'social' and the 'domestic' in place 
of the 'joyous' or 'argumentative' is of course in tune with the 
high-mindedness I have already pointed to - poetry no longer 
finds any justification for joyous displays of 'appetite' or 
argumentative persuasions to enjoy. Thomas Tickell's 'To a Lady; 
with a Present of Flowers' is ostensibly in the carpe diem tra- 
dition, but the tone is distinctly drab-and Victorian-moralistic: 
1 The Poems of Anne Countess of Winchilsea, ed. Myra Reynolds 
(Chicago, 1903), 68,11.106-77. 
2 'On Myselfe',, ibid., 14. 
.3 
'To Almystrea', Poems , on'-Several--Occasions (1703), 22. See 
also the Preface [p. ii]: Tis: _impossible 
. 
to be happy with- 
out making : Reason-the, Standard -of all our Thoughts, Words and 
Actions'.. 
4} Pastorals, -Epistles, "-Odes [etcJ (1748), Preface. 
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Be wise, my Fair, the present Hour improve, 
Let Joy be new, and now a Waste of Love; 
Each drooping Bloom shall plead thy just Excuse 
And that which show'd thy Beauty, show its Use. 
i 
There is nothing very 'joyous' about this appeal to improvement 
and use. And in another love-dream poem, Pomfret's 'Love Trium- 
phant Over Reason', the exercise of 'appetite' is hindered when 
a vision of REASON warns the protagonist to leave Love's garden 
'E'er your Mistake's converted to a Crime' (Poems upon Several 
Occasions, p. 12). Pomfret's dream appears to be the excuse for 
a long moralizing debate on the dangers of Lust (p. 27): 
For Love and Lust essentially divide, 
Like Day and Ni'Tt, Humility and Pride; 
One Darkness hides, t'other does always shine, This of infernal Make, and that divine. 
REASON no gen'rous-Passion does oppose; 'Tis Lust, (not Love) and REASON, that are Foes. 
But the love-dream genre had always been about Lust in action, 
and there is some absurdity in making over Love's garden to the 
Superego for 'Reason' to speechify in. (It is not only the 
later eighteenth century which often seems li' 
retired country clergymen and schoolmasters', 
phrase. ) 
2 
Similarly, at the point in Anthony 
Dream' when one might expect some action, the 
stead sighs and begins an improving speech: 
ke 'an age of 
in T. S. Eliot's 
Hammond's 'A 
protagonist in- 
And with a sigh I said, Oh! turn and see Your Beauty's Triumph, and Love's Pow'r in me; In me whose Heart burns with as pure a Fire As e'er in Youth'such Beauty could inspire. 
For the hero to boast of his being 'as pure as fire' in a situ- 
1 John Pomfret, Poems upon Several Occasiöns... to which are 
added, Poems: By Mr. Tickell, (Dublin, 1726), 
2. 
, 
'Poetry in the Eighteenth Century. ', ; Boris , 
Fordj".. ed. , From Dryden to Johnson, Pelican Guide to, English Literature, 
vol. 4 Harmondsworth, 1957), -274. -°-- 
3A New Miscellany of'Original-Poems. (1720), 680 
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ation where he is free to be as impure as he pleases is parti- 
cularly ludicrous: the whole point of the genre, that of erotic 
wish-fulfilment, appears to have been lost. 
Pomfret's Delia and Hammond's Clara are both evoked in 
terms which are totally unerotic: 
Ten thousand Graces play'd about her Face, 
Ten thousand Charms attended ev'ry Grace. 
Each admirable Feature did impart 
A Secret Rapture to my throbbing Heart... l 
('Love Triumphant') 
I saw the charming sweetness of her Face, 
Her lively Innocence and ev'ry Grace... ('A Dream') 
Hammond can, it is true, do better than this, but there is still 
nothing very erotic or compelling about descriptions such as the 
fo1 lowing : 
A tender Body fram'd to be caress'd Ripe swelling Breasts demanding to be press'd: Fine Hair and Teeth, and Mouth, where ev'ry Kiss Does almost yield the Quintessence of Bliss, 0. I could Live and Die with you: 0! see With Joy, your Triumph and Love's Pow'r in me 
('A Midnight aught', p. 6). The 'Joy' here is all factitious - 
a matter of working up language rather. than emotion. ('Oh! 
then I burn, I bleed, I dye)/For Love of You... ' is how he 
writes when he is really being passionate, as in 'To Clara', 
p. 73). And it is not only poets of undisputably minor talent 
who write like this; here are the charms of Abra as seen through 
the eyes of the best major-minor poet of the day: 
Mature the Virgin was of EGYPT's Race: 
Grace shap'd her Limbs; and Beauty deck'd her Face: Easy her Motion seem'd, serene her Air: 
Full, tho' unzon'd, her Bosom rose: her Hair Unty d, <and ignorant of artful Aid, 
Adown her Shoulders loosely lay display'd; 
And in the Jetty Curls ten thousand CUPIDS play'd. 2 
(Bk. II1 11.164-70) 
1 Pomfret's Poems upon Several Occasions, #8. ' 
2 'Solomon', The Literary Works of Matthew Prior, ed. H. Bunker 
Wright and Monroe K. Spears, 2nd edn. (Oxford, 1971), It 337. 
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Prior's intention here may have been to create an effect more 
sensuous than erotic, but the fact is that such boring generali- 
ties fail to set the'pulses racing in any sense. 
What is it about these passages from Pomfret, Hammond and 
Prior that strike such a chill after Herrick and Carew? One 
answer might be that the Augustan predilection for personifica- 
tion and the generalizing adjective cannot convey that specificity 
of sense perception upon which, as I argued in my Introduction, 
erotic art largely depends. Discussing some lines on a water- 
fowl by William Cullen Bryant, Donald Davie says: 'What is com- 
mon to all these epithets is the way they turn their back upon 
sense-experience and appeal beyond it, logically, to known 
truths deduced from it. 'l But a style which consistently ren- 
ders the actuality of a girl's presence in terms of 'known 
truths', such as 'Easy Motion' and 'Limbs shaped by Grace'; 
which as a matter of course qualifies features as 'admirable', 
innocence as 'lively', and sweetness as 'charming'; and which 
regularly multiplies Graces, Charms and Cupids by the Cube root 
of ten - will not very often bring anything to very sharp defi- 
nition, much less convince us that we are being confronted by 
a real girl in a real place. Moreover the habit of adding a 
generalizing adjective to every noun often results in a fatal 
sedateness of movement - fatal, that is, to the sense that we 
are eavesdropping on the dramatic urgency of real emotions in 
a state of flux. As an example, take these lines from Pomfret's 
'On the Marriage of the Earl of A.... with the Countess of S.... ' 
(op. cit., p. 77): 
1 Purity of Diction in-English Verse'(1952), 48... 
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Whose Veins are swell'd with an unusual Heat, 
And eager Pulses with strange Motions beat; 
Alternate Passions various Thoughts impart, 
And painful Joys distend her throbbing Heart 
(my italics). Nothing could be less well calculated to convey 
the hectic fever of pre-nuptial excitement than this sedate tread :' 
of horses pulling in tandem. William Walsh's 'Jealousy' exhibits 
the same rocking-horse rhythm accompanied by the same generous 
level of abstraction: 
Who could more happy, who more blest could live, 
Than they whom kind, whom am'rous Passions move? What Crowns, what Empires greater Joys could give, 
Than the soft Chains, the Slavery of Love? l 
There can be no subtle modification of feeling in such a style, 
no sense of the dramatic play of the mind furiously at work such 
tt 
as we get with Donne or Rochester. Instead the effect is lapi- 
dary. The successive'passions of the poem (jealous rage, remorse,, 
tender solicitude, etc. ) are laid one upon another with an almost 
mechanical inevitability: 
Ingrateful fair One, canst thou hear my Groans?... (st. 3) 
Think not, false Nymph, my Fury to out-storm... (st. 4) 
Ye Gods! she weeps; behold that falling Show'r... 
0! no, it bears away my Doubts and Fears... (st. 5) 
Ye Gods, she's kind, I'm Extasy all o'er: My Soul's too narrow to contain the B liss... (st. 8) 
The badness of this is the result of feelings being pumped from 
outside into a form not suited to receive them: what ensues is 
rant, rhetoric, and insincerity. Finally,. here is Steele com- 
plimenting his Delia, -in 'On His Mistress': 
But in my Delia all Perfections meet, 
All that is Just, Agreeable, and Sweet, 
All that can Praise and Admiration moe, All. that the Bravest and the Wisest love. 2' 
1 'Jealousy', The Works-of William Walsh (1736): Letters and Poems, Amorous and Gallant, 44. 
Z 1' V ers , ed. Rae Blanchard 
' == :x or ,, " 
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The cluster of generalizing adjectives and personifications may 
indeed place her in an appropriate class or assign her a proper 
function, ' but they do nothing to give her any kind of life - 
least of all the erotic. 
My remarks are not to be interpreted as a generalized 
criticism of Augustan poetry but rather as a delimitation of 
its scope: the evocation of erotic immediacy is not, I suggest, 
one of the things it is adapted to do well. Many of the greatest 
Augustan poems are obviously not generalizing or abstract in the 
sense I have described (no one would think of levying that charge 
against The Dunciad) and there are other poems whose strength is 
closely related to the fact that they are generalizing or ab- 
stract, as for example Johnson's Prologue to A Word to the Wise 
of which Donald Davie says that its effect depends upon the way 
" the personified moral principles at the end 'have been worked 
for in the rest. They struggle into the light, under pressure 
from the poet, through the brakes and tangles of human behaviour' 
(Purity of Diction, p. 46). ''And a poem I have criticized for its 
boringly generalized description of Abra can also produce a pas- 
sage of such magnificently justified generality as the 
following: 
Soft Love, spontaneous Tree, it's'parted Root 
Must from two Hearts with equal Vigour shoot: 
Whilst each delighted, and delighting, gives 
The pleasing Ecstasy, which each receives: 
Cherish'd with Hope, and-fed with Joy it grows: 
It's chearful Buds their opening Bloom disclose; 
And round the happy Soil diffusive odor flows. 
If angry Fate that mutual Care denies; 
The fading Plant bewails it's due Supplies: 
Wild with Despair, or sick with Grief, it dies. 2 (Bk. II9 11.247-56) 
1 See Davie, Purity of Diction, 47. Geoffrey Tillotson also 
comments on the Augustan tendency to generalize its heroines 
in his edition of The Rape of the'Lock and Other Poems, 
Twickenham Edn. of the Poems of Alexander,. Pope, V01.29 
_3rd edn (1962), 
-301. 
` 
. - 
2 'Solomon'', Wright and Spears, I, 340.. -. 
i 
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The subject here is 'Love', and it is precisely in the treat- 
ment of such large general themes and in the expression of re- 
sounding moral commonplaces that the Augustan style scores many 
of its greatest triumphs. 
The process which 
.I 
have described above finds its philo- 
sophical equivalent in the 'justness of thought and style, , 
refinement in manners, good breeding, and politeness of every 
kind'1 which Shaftesbury preached and the periodical writers 
promulgated. The context of this quotation from the Character- 
istics-shows the bias which distinguishes 'refinement' and 'breed- 
ing' in Queen Anne's time from Style at the time of the Wits. 
The possession of refinement, good breeding and politeness, 'can 
come only from the trial and experience of what is best. Let 
but the search go freely on, and the right measure of everything 
will soon be found' (ibid. ). Shaftesbury's 'what is best' con- 
tains a strong moral charge and his 'right measure of everything! ' 
implies a just mean. In other words, the evolution from the 
seventeenth to the eighteenth century is an evolution in the 
direction of moralism and moderacy with Restoration bravado and 
licence giving way to Georgian good manner, good morals, and 
gentlemanly restraint., -To be 'sedate, cool, and impartial,. 
and free of every. byassing passion, every giddy vapor, or 
melancholy fume' (I, 39) is, according to Shaftesbury, the 
desiderated state of mind for the ideal gentleman. 
Shaftesbury constantly warns his readers against an undue 
surrender to the effects of any 'byassing passion'. Passion is 
'the only poison to reason' and 'false reasoning is soon re- 
1 'A Letter Concerning Enthusiasm', Characteristics, ed. J. M. Robertson (1900), 11,10. A11 subsequent references 
are to this=edition. 
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dressed where passion is removed. '1 He allows Philocles in 
'The Moralists' to put the case for 'the passion growing in 
me for things of a natural kind' (II, 125) and to argue that 
Themocles, by condemning it,. has become 'the accuser of Nature 
by condemning a natural enjoyment' (ibid., p. 128), but we are 
left in no doubt after such a dangerous excursion into the enemy 
territory of libertine naturalism that it is Themocles's view 
which finally prevails, and that it is not the surrender to 'a 
natural enjoyment' which constitutes the highest of man's plea- 
sures but rather the supra-natural enjoyment of what is 'truly 
fair, generous, or good'. 'All sound love and admiration is 
enthusiasm' says Themocles, speaking we have no doubt for Shaftes- 
bury himself, and it is 'sound' which gets the emphasis. Not 
only does Themocles impose tight bounds on Enthusiasm ('a fair 
and plausible enthusiasm-, a reasonable ecstasy' (ibid., p. 129) 
is the memorable phrase which can be said to sum up his views 
on the matter), but he stops well short of extending any approval 
whatever to the passionate love of men for women. 
There is one text where Shaftesbury deals with sexual rela- 
tions directly. In 'An Inquiry Concerning Virtue or Merit' he 
speaks of that social virtue which 'is joined with a pleasure of 
sense' and asks whether 'it be the interest or good of the 
animal to feel this indigence beyond a natural and ordinary 
degree'(I, 324). Faced with the problem of deciding 'if there 
be indeed a necessity of stopping somewhere, - and determining 
on some boundary for the passion', he"falls back on an appeal 
1-'An Essay on -the Freedom of wit and Humour', I 62. See also 'A. Letter Concerning Enthusiasm, I, 6,12 and 16; 'Miscellan V',,, Chapter 3,11,, 344; -and 'The Moralists', II, ý143. 
Y' 
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to Nature 'beyond which there is no measure or rule.... Now 
Nature may be known from what we see of the natural state of 
creatures, and of man himself, when unprejudiced by vicious 
education. Where happily any one is bred to a natural life, 
inured to honest industry and sobriety, and unaccustomed to 
anything immoderate or intemperate, he is found to have his 
appetites and inclinations of this sort at command' 
(p. 325). 
This of course is to beg the question and to leave unresolved 
the choice of where exactly the 'boundary' or 'standard' may 
be said to come, or rather, to throw that choice back to the 
personal judgement of the individual. 
1 
And that Shaftesbury's 
judgement tends to place it as far as possible from pleasure may 
be seen from his reference at the beginning of the argument to 
'another luxury superior to the kind we have been mentioning, 
and which in strictness can scarce be called a self-passion, 
since the sole end of it [my italics] is the advantage and pro- 
motion of the species' (p. 324). 
In the 1699 edition of 'An Inquiry Concerning Virtue' the 
section devoted to venery is seven pages longer than in the 1711 
edition I have been quoting from, and it is interesting to see 
what Shaftesbury decided to leave out. 
2 
Much of the omitted 
1 It would perhaps be a mistake to look for too great a con- 
sistency in Shaftesbury's arguments and definitions. On the 
whole question of Enthusiasm, Stanley Grean has this to say: 'The relation of "affection" and "passion" is unfortunately 
not always clear. "Passion" may simply mean the excess of 
some affection due to lack of control or some imbalance 
within the personality. -. [but in some contexts] he shifts his focus to emphasize the vital role that passions or aff- 
ections-'play in human nature'; Shaftesbury's Philosophy of 
Religion and Ethics (Athens, Ohio, 1967), 148-9. See also his - treatment of Enthusiasm on p. 29. -, - -7-- -" - ý-ý ---x u" 
2 A. O. Aldridge draws attention to. these omissions in his 'Two 
Versions of Shaftesbury's "Inquiry Concerning Virtue"', The 
Huntington Library Quarterly 13 (1949-50), 207-14. His 
suggestion that Shaftesbury omitted 'indelicate references, 
perhaps because they might give offense to sensitive readers' (p. 213) is an interesting side-light o1i the evolution of 
,. taste 
between 1699 and 1711. 
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material is in fact an attack on the libertine corruption of 
youth in the age just past and of particular interest 
is his 
reference to how the inclinations of youth 
'are vitiated, and 
every day fed; and what practises are us'd to urge and precipi- 
tate Nature', 
1 
which would appear to be a discreet reference to 
the masturbatory fantasies which feature so prominently and 
disagreeably in Restoration erotic verse. 
2 
But the passage 
which I think illustrates most clearly Shaftesbury's attitude 
to sexual intercourse is that in which he rationalizes it as 
a necessary physical function: 'And tho the necessity be not 
absolute here, as in the cases of eating, drinking., rest and 
sleep; yet to abstain wholly from the use of VENERY (which is 
that we are speaking of) can hardly be without the sufference 
of the Body in some degree: nor can the prejudice to the Con- 
stitution be absolutely avoided, without the assistance of Art, 
and a method and rule of Living, as is observable even in the 
Female Sex' (ibid., p. 174). There is a certain irony here in 
appropriating to 'Art' what had in the past been associated 
with repressive 'Custom': the Art which Ovid taught lovers now, 
with Shaftesbury becomes an Art for preventing sexual over- 
indulgence! Shaftesbury's reasonable concession to physical 
needs comes very close to the no-nonsense attitude of Bernard 
Mandeville: 'But alas! this violent Love for Women is born and, 
bred with us; nay, it is absolutely necessary to our being born 
1, An Inquiry Concerning Virtue (1699), 178. 
2 Shaftesbury's disapproval of masturbation received support 
from the publication in 1707 of Onania; or, the Heinous Sin 
of Self-Pollution, and all its Frightful Consequences, in 
Both Sexes consider'd. Eighteen editions of this work had 
been published by 1756. 
. -332- 
at all', 
' 
and Mandeville's solution for this unfortunate pro- 
pensity (offered, as far as one can see, without any trace of 
, 
irony) is for the setting up of 'a hundred or more Houses' of 
prostitution where the physical urges can be worked off without 
damage to the constitution (for which Mandeville has a concern 
2 
similar to Shaftesbury's). The rationalization of the sex 
instinct and its removal from the sphere of personal relation- 
ships and the. Art. of Love can hardly be taken further than this. 
What Shaftesbury and Mandeville argue for in general terms, 
Addison and Steele popularize and disseminate. In their fami- 
liar, easy way they provide the bridge for Shaftesbury's ideas 
to enter into common currency and a means whereby 'unthinking 
Persons' can be 'insnared into Sentiments of Wisdom and Virtue 
when they do not think of it. '3 The pages of Tatler and Spec- 
tator are full of admonitions as to how to 'manage' the passions 
so as to 'retain their Vigour, yet keep them under strict Com- 
mand'. 
4 
The following quotation captures to perfection the tone 
of their reforming drive: 'Nature has implanted in. us two very 
strong desires, hunger for the preservation of the individual, 
1A Modest Defence of Publick Stews (1724), 6-7. ' However 
Mandeville is generally more cynical about these matters than Shaftesbury: But a man need not conquer his Passions, it is 
sufficient that he conceals them. Virtue bids us subdue but 
good Breeding only-requires we should hinder our A petites', The Fable of the Bees, ed. F. B. Kaye (Oxford, 1924), I, 72. 
2 'A Man of Pleasure, indeed; may makerthis copulative Science 
his whole Study... but then his Constitution will be the sooner 
tired', A Modest Defence, 22-3. The 'copulative Science' 
might be defined as the Art of. Love, without affection. Like 
Shaftesbury, Mandeville, has harsh-things to say against sexual 
release by, _manufriction 
(see pp. 30-1). " 
3 Spec'tator'No. 178, Bond, II, 205. 
4 'Spectator No. 408, fr. Bond' III, '526., This particular issue may have been written by Pope: 
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and lust for the support of the species.... But reasonable crea- 
tures correct these incentives, and improve them into elegant 
motives of friendship and society. '1 In Tatler No. 98 Steele, 
quoting 'an ingenious and worthy gentleman', offers the opinion 
'that virtue sinks deepest into the heart of man when it comes 
recommended by the powerful charms of poetry', and we see here 
the explicit connection between poetry and moralism which under- 
lies the conscious descent into a 'Middle Region' of amatory 
feeling which I have been discussing. Steele's self-confident 
moralism, which largely derives from Shaftesbury and is increas- 
ingly supported as the eighteenth century advances by the poetic 
2 
achievements of Pope (verse and journalism working in tandem to 
justify the truths of philosophy), sounds in another sentence 
from the same issue like the death-knell of English erotic verse: 
'There is besides a certain elevation of soul, a sedate magna- 
nimity, and a noble turn of virtue, that distinguishes the hero. 
from the plain, honest man, to which verse can only raise us' 
(ibid., p. 332). The hero may have every other virtue, but a 
dedication either to passionate personal experience or to the 
strategies and skills of the Ovidian Art of Love is not among 
them. Within a half-century of Rochester's death it is a 'sedate 
magnanimity' in emotional matters which has become the norm and 
there is no erotic bloom that does not wither under that shadow. 
1 Tatler No. 205, -Aitken, IV, 58-60. See also Tatler Nos. 54 (II, 3-57t 90 (11,183) and 33 (1,270) ('. The conquest of passion 
gives, ten: times more happiness than we can reap from the 
gratification of it , p. 275); and Spectator .. Nos. 71 
(Bond, 
1,304),. 93-(1,397), 151 (11,94) and 1,451). 
2 'His ethical position resembles Addison's'not a little'; John Butt, 'The Inspiration. of Pope's Poetry', James 
Sutherland and F. P. Wilson, ed.. Essays on the-Eighteenth 
Century ' Presented, - to David Nichol Smith (Oxford, 1945), 68. 
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So far what I have written in this chapter has had a nega- 
tive application; it has concerned the ebbing away at the end of 
the seventeenth century, and at the beginning of the eighteenth, 
of those attitudes to women which see them as objects of sexual 
curiosity or of sexual appetite. I wish now to suggest that the 
most distinctive attitude towards women in the early eighteenth 
century, and the one which supplies the stimulus for most amatory 
verse after 1700, is that which places them upon a pedestal where 
they-can be idealized, patronized and sentimentalized. It is 
Addison and Steele who are the quasi-official authorizers of this. 
idealization, patronage and sentimentalization just as it is they 
who were responsible for authorizing a 'sedate magnanimity' in 
affairs of the heart. What C., S. Lewis calls Addison's 'playful 
condescension towards women' and 'smiling indulgence to "the fair 
sex"" can be found passim in the Tatler and Spectator. Women 
are created 'as it were for ornament', they are 'dear confounded 
Creatures' and 'the dearer Part of Mankind', they may be compared 
to 'a beautiful romantic animal' which is to be adorned with 'furs 
and feathers, pearls and diamonds, ores and-silks. 
2 
Their highest 
role in life is the familiar and domestic. 
3 
They either stand on 
a pedestal or else they sprawl in the-mud. 
4 
With men's help, 
however, they may be'taught. to follow the paths of true virtue. 
5 
1 'Addison', Essays on the Eighteenth Century Presented to David 
Nichol Smith, 13. 
2 Spectator Nos. 104 (I, 433), '511 (IV, 314), 148 (11,84); and 
Tatler No. 116 (111,16). 
3 See Spectator Nos. 81. (1,349), 342 (111,272), 57 (1,242), and 
a private letter, quoted in G. A. Aitken, The Life of Sir 
Richard Steele (1889), 1,217. 
.4 See Tatler No. 201 (IV, 40); and Spectator Nos. 4 (1,21) and 
"128 rI, ). 
5, See Tatler No. 139 (III, 135).,, S ectators which touch upon the 
, reformation of -womeninclude Nos. 33,435,3,57,79,92,128,205 (which catalogues 24 papers, aiming at the Improvement of our Sex'), '254. and 265. See also Tätlers 84,210, and 248. But for 
a view of Steele's real attitu e3 to women, Sse26R$e 
Bl, nchardý5 'Richard Steele and the Status of Women 11929 
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Even in Spectator No. 4 (Bond,. I, 21), where Steele announces 
his intention of dedicating 'a considerable Share of these my 
Speculations to [women's] Service', he has to qualify this by 
adding that he intends of course to adopt 'a Stile and Air suit- 
able to their Understanding. ' 
Whenever the periodical writers portray an ideal woman 
the result is extraordinarily unsensuous. Here, for example, 
is Emilia: 'Even her smiles carry in them a silent Reproof to 
the Impulses of licentious Love. Thus, tho' the Attractives of 
her Beauty play almost irresistibly upon you and create Desire, 
you immediately stand corrected not by the Severity but the 
Decency of her Virtue. '1 'Who', asks the writer, 'ever beheld 
the charming Emilia, without feeling in his Breast at once the 
Glow of Love and the Tenderness of virtuous Friendship? ' (ibid., 
p. 79). Similarly Steele's Fidelia 'is so-ready a Friend and Com- 
panion, that every thing that pa 
2 
with the Idea of her Presence. ' 
ideals. For Ambrose Philips the 
'free from Censure', not fond of 
and 'in Religion Greatly Plain' 
Matthew Pilkington's Corvus says 
sses about a Man, is accompanied 
The poets put forward similar 
perfect wife is 'neat', 'cheerful', 
compliments, protected by Honour 
- all good bourgeois virtues. 
3 
that the tender. partner of his 
bed, 
Must be both, affable and wise, 
Divinely form'd, and nicely bred. 4 
1 Spectator No. 302 (III, 80). 
2 Spectator No. -449'(IV, 79). See also Jenny Distaff's advice 
in Tatler No. 247 (IV, 259): ", ýIn"a word, madam, if you would judge aright in love, you must look upon it as a case of friend, 
ship'. 
3 'To Miranda', The Poems of Ambrose Phili s, 'ed. M. G. Segar- (Oxford, 1937), - _77 . - 
70 
4 'Corvus. '"Ä Very common Case', Poems on-Several Occasions (Dublin, 1730), 87. 
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Charles Mordaunt's Chloe is praised for being 
so lovely, so easy, so fair; 
Her Wit so genteel, without Art, without Care... 
Thou wonderful Creature! A Woman of Reason! 
Never grave out of Pride, never gay out of Seasonal 
And Saint-Evremont supplies the most damning description of all. 
His ideal woman must have 'at all times an eternal Equality 
[which] never affords us a quarter of an Hour's distaste'. 
2 It 
seems indeed as though the Augustans could only 'love' a woman 
provided that the feral and dangerously seductive side of her 
female nature had been suitably exorcised and the flame of her 
sexuality quenched. In her sexual nature woman (to adapt a 
phrase quoted earlier) is considered to be 'a destroying fiend' 
and it is only when she can be enjoyed as virtuous friend or 
ready companion that she is idealizable as men's 'guardian Angel'. 
The most extreme example of this desire to de-sexualize 
woman can I think be found in Swift who generally seems to have 
I 
appreciated women to the extent that they resembled men. On the 
one hand there is his hectic animus against the sex as a whole, 
3 
an animus which can't, in my opinion, be explained away by saying 
that what he disliked was 'silly' women; and on the other there 
is his personal history of attachment to women who displayed what 
were generally considered the 'male' qualities of courage, inde- 
pendence and rationality. This comes across strongly in Swift's 
praise for Stella's courage in firing a pistol at some robbers 
1 'Chloe', The Oxford Book of Eighteenth-Century Verse, ed. 
David Nichol Smith Oxford, 1926), 60. 
2 Miscellaneous Essäys'(1692),, I, 
_375.. 
3 See, for example, 'Verses wrote, on, a Lady', s Ivory Table-Book', 
lines 1-4; 'To. Stella', lines 69-72; 'Cadenus and Vanessa' 
lines 51-8; and 'The Furniture of a Woman's Mind', lines 1-4. 
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and never being 'known to cry out, or discover any fear, in a 
coach or on horseback, or any uneasiness by those sudden accidents 
with which most of her sex, either by weakness or affectation, 
appear so much disordered', 
l 
and in the general muddle of his 
feelings towards Vanessa who only became a paragon when Pallas 
mistakes her for a boy and sows within her mind - 
Seeds long unknown to Womankind, 
For manly Bosoms chiefly fit, 
The Seeds of Knowledge, Judgment, Wit. 
2 (11.203-5) 
And in a letter, he is even more explicit: 'Remembr I still 
enjoyn you Reading and Exercise for the Improvement of your Mind 
and Health of your Body, and grow less Romantick, and talk and 
act like a Man of the World. '3 In fact for Swift the ideal woman 
appears to have been a 'Man of the World' in petticoats, and no 
more than the 'beautiful romantic animal' of the periodical 
writers, who is also a tender and virtuous mother, wife and friend, 
does this model make any concessions to woman's sexual nature or 
to her capacity for sexual passion. Perhaps the scatology of 
poems such as 'Gassinus and Peter' is to be explained in terms 
of an unconscious protest on Swift's part against this unfair 
exclusion from Augustan literature of this large area of woman's 
(and therefore, by extension, man's) true nature. 
1 'On the Death of Mrs. Johnson, [Stella. ] ', The Prose Works of 
Jonathan Swift, ed. Herbert Davis (Oxford, 1939-68), V, 229-30. 
See also Swift's approval of Stella'-s preference for the 
company of men (ibid., p. 235). 
2 'Cadenus and Vanessa=, 'Swift: -Poetical Works, ed. Herbert' Davis (1967), 114. 
3 The Correspondence of Jonathan, Swift, ed. H. Williams (Oxford, 
1963-57,. 11,427. See also Swifts advice in 'A Letter to a 
very Youn Lady on her Marriage' on how to put 'that ridiculous Passion' of love) out of her mind; Davis, V, 449. 
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When we turn to the greatest poet of the age we find, I 
think, two complementary tendencies at work. The first of these 
is represented by the high romantic 'passion' of the following: 
Thou know'st how guiltless first I met thy flame, 
When Love approach'd me under Friendship's name; 
My fancy form'd thee of Angelick kind, 
Some emanation of th'all-beauteous Mind... (11.59-61) 
From lips like those what precept fail'd to move? 
Too soon they taught me 'twas no sin to love. 
Back thro' the paths of pleasing sense I ran, 
Nor wish'd an Angel whom I lov'd a Man. l (11.67-70) 
This is magnificent but the sort of emotional turmoil it testifies 
to is very far removed from sexuality. 'Outside Shakespeare's 
plays and the novel', writes Geoffrey Tillotson, 'no woman in 
English literature expresses the degree of Eloisa's passion and 
despair - "If you search for passion", said Byron, "where is it 
to be found stronger than [here]? ""i2 My answer to this is that 
'passion' in 'Eloisa to Abelard' is noble, high-minded, oratorical, 
and entirely un-physical - not unlike the 'passion' of Childe 
Harold's Pilgrimage in fact. The 'paths of pleasing sense' is 
a characteristic diminution, a diminution by circumlocution, of 
erotic immediacy and Eloisa's 'fancy' produces, not the erotic 
possibilities of the love-dream, but the vision of Abelard. as an 
angel. It is hard to believe in the carnal ¶eality of that 'Man' 
she is later willing to exchange her 'Angel' for. 
If Eloisa is Pope's version of woman as 'beautiful romantic 
animal', then Belinda in 'The Rape of the Lock' is woman as a 
'dear confounded Creature'. Charming as she is, Belinda throughout 
the poem is subjected to the poet's witty and affectionate pat- 
ronage (mediated in the first two extracts through the eyes of 
Ariel): 
1 'Eloisa to Abelard', The Poems of Alexander Pope, ed. John Butt (1965), 252. 
2 Tillotson, ed. ' Twickenham Edition, vol. 2,301. 
-339- 
Hear and believe! thy own Importance know, 
Nor bound thy narrow Views to Things below. 
Some secret Truths from Learned Pride conceal'd, 
To Maids alone and Children are reveal'd: 
What tho' no Credit doubting Wits may give? 
The Fair and Innocent shall still believe. (I, 11.35-40) 
'Tis these that early taint the Female Soul, 
Instruct the Eyes of young Coquettes to roll, 
Teach Infant-Cheeks a bidden Blush to know, 
And little Hearts to flutter at a Beau. (I, 11.87-90) 
'Twas then Belinda. if Report say true, 
Thy Eyes first open'd on a Billet-doux; 
Wounds, Charms and Ardors, were no sooner read, 
But all the Vision vanish'd from thy Head. l (I, 11.117-20) 
Belinda's erotic attraction throughout the poem is undeniable, but 
it is the attraction of a sleek and nubile adolescent whom one 
admires at a distance. She is inconceivable as the denizen of a 
'Loves Elizium'. 
John Butt quotes Professor Sherburn to the effect that 'The 
Rape of the Lock' could hardly have been written 'before raillery 
on the fair sex had been made popular by Steele and Addison'. 
2 
Raillery achieves the de-sexualization of women as surely by one 
means as high-mindedness does it by another. Here, as an example, 
is an extract from Prior's 'A Lover's Anger': 
As Cloe came into the'Room t'other"Day, 
I peevish began-"'Where so' long cou'd You stay? In your Life-Time You never regarded your Hour: You promis'd at Two; and (pray look Child) 'tis Four. 
A Lady's Watch needs neither Figures nor Wheels: 'Tis enough, that 'tis loaded with Baubles and Seals. A Temper so heedless no Mortal can bear - Thus far I went on with a resolute Air. 
Lord bless Me! said She; let a Body but speak: 
Here's an ugly hard Rose-Bud fall'n into my Neck: 
It has hurt Me, and vext Me to such a Degree - 
See here; for You never believe Me; pray see, 
on the , left Side my Breast-what a Mark it has made, So. saying, her Bosom She. careless display'd. 
That Seat-of Delight I with Wonder survey'd; 
'And forgot ev, 'ry Word I design'd to have säid. 3 
1 Butt, 219,: 221, and 222. 
2 'The_Inspiration of. Popea's Poetry', Essays on the Eighteenth 
Century, - 68. 
_-3 
Wright and -Spears, "-I, ' '441. -ý"" 
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This comes at the other end of the amatory spectrum to 'Eloisa 
to Abelard' but in its denial of sexuality it has a similar 
effect. No one's equanimity can be disturbed by that carelessly 
displayed bosom; the effect of Prior's good-natured condescension 
('pray look Child') 
1 is to rob Cloe of all womanliness. Her bosom 
becomes a lovely object which may be looked at and admired but 
never touched (Prior himself only 'survey'd' it). The effect is 
to treat women, in the words of a 'Man, who is well acquainted 
with the generous Earnings and Distress in a Manly Temper', as 
'the next tender things to Children'. 
2 
The final stage of this de-sexualization is to write poems 
of amorous gallantry either to or about children. The early 
eighteenth century is rich in poems of this type. Gay's young 
lady in 'To a young Lady, with some Lampreys' is admittedly all 
of fifteen, but it is clear that in spite of her advanced age he 
has no intention of being. 'provoked' into making an assault on 
her virtue: 
For when I see you (without joking), 
Your eyes, lips, breasts are so provoking, They set my heart more cock-a-hoop, 
Than could whole seas of craw-fish soupe. 
3 (11.51-4) 
Gay may be 'joking', but Prior is quite serious when he swears 
'tender things' to a five-year-old girl in 'To a Child of Quality 
of Five Years Old, the Author suppos'd Forty' (Wright and Spears, 
p. 190). Swift indulges in his notorious baby-talk in the Journal 
1 The first use'of 'child' as a term of 'contemptuous or affec- tionate address' as applied to a grown person is in A Midsummer 
Night's Dream- (III, -ii, 409), OED, 3b. However it is my impressjlan that the, word. is. not. in regular use to describe young unmarried 
women until the first decade of the eighteenth century. 
2- Spectator No. =95 (Bond, I, 402-3). 
3 The Poetical Works of John Gay, ed. G. C. Faber. (Oxford, 1926 
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to Stella (incidentally prompting Aldous Huxley's comment that 
it reveals. 'that most abject and repulsive type of sentimentalist... 
the adult man who deliberately mimics the attitudes of childhood') 
1 
and he makes the 'young female Yahoo' who jumps on Gulliver's back 
in chapter eight of 'A Voyage to the Houhnhnms' 'not... above 
eleven years old', which arrogates sexuality to a juvenile whilst 
at the same time implying that a juvenile sexuality is the worst 
sort of perversion he can envisage. And there is the notorious 
case of Ambrose Philips, whose poems addressed to the Pulteney 
children fully deserve Dwight Macdonald's dismissive description 
of them as 'odes to noble nymphets' . For example: 
2 
Dimply damsel, sweetly smiling, 
All caressing, none beguiling... 
Simple maiden, void of art, 3 Babbling out the very heart... 
Marvell's 'The Picture of Little T. C. in a Prospect of Flowers' 
is by contrast a miracle of poise and feeling unvitiated by sen- 
timentality. 
At its best the note of raillery, or 'teasing and facetious 
gallantry' as Prior's editors call-it (op. cit., 11,888), modulates, 
into a genuine albeit sentimental tenderness, and the result is 
real charm. The sentiment-takes the-sting out of the irony and 
the irony puts a , little sting into the sentiment; no strong feel- 
ings are involved but no one's susceptibilities are hurt either. 
In my opinion the best place-to see this conjunction of raillery 
and tenderness is in the series of eight poems addressed to Cloe 
1 Do What You Will (1936), 83. 
2 Parodies (1964), 24. 
3 'To Miss Margaret Pulteney' and 'To Miss Charlotte Pulteney', 
Segar, 122 and 123. 
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and Lisetta where Prior passes through a gamut of feelings - 
admittedly a narrow one - between light-hearted bandinage at the 
beginning of the sequence to the touching dignity of Cloe's reply 
in 'Cloe Jealous'. It would be pleasant to analyse this sequence 
in detail, but to do so would be to lead inexorably to a conclusion 
I can perhaps at this stage presume, which is that the charm and 
tenderness of the poems at no point admit the possibility of an 
invasion of sexual passion. The high-romantic mode of 'Eloisa 
to Abelard' (represented in Prior's case by, say, 'Celia to Damon'), 
and the low-sentimental mode of the Cloe-Lisabetta sequence, con- 
duce to the same end which is the view of woman as a non-sexual 
being. She becomes an idealized figure on a pedestal, out of 
reach of predatory male appetite or even of sexual curiosity, 
but at the same time entirely without any threatening erotic 
actuality. 
t 
It is interesting to see how the topics of the Art of Love 
fare under this new dispensation. The topic of the garment which 
hides only to reveal might be said (with not a total lack 
of fairness) to find its Augustan representation in the following, 
from 'The Rape of the Lock': 
Transparent Forms, too fine for mortal Sight, 
Their fluid Bodies half dissolv'd in Light. 
Loose to the Wind their=airy Garments flew, 
Thin glitt'ring Textures of the filmy Dew... (II1 11.61-4) 
Ovid's 'tunica recincta' has-been subtilized into a vesture of 
dew and Spenser's 'flocke of Damzels fresh and gay' into unbodied 
sylphs. In. this-new'climate of-raillery, -; most of the traditional 
topics are in fact=made over. to'comedy. The amatory catalogue 
acquires an ironic tinge: 
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I 
The Coral equals not thy Lips, 
Thy Teeth in order show 
Like bars of Polish'd Ivory, 
Adjusted, row, by row. 1 (st. 15) 
Gay goes a step further and turns it into burlesque: 
I've often seen my visage in yon lake, 
Nor are my features of the homeliest make. 
Though Clumsilis may boast a whiter dye 
Yet the black sloe turns in my rolling eye... (11.49-52) 
Her wan complexion's like the wither'd leek, 
While Katherine pears adorn my ruddy cheek... 2 (11.55-6) 
And Nicholas Rowe mixes a helping of mockery into his own recipe 
of compliments: 
Her dimple Cheek, and roguish Eye, 
Her slender Waste, and taper Thigh, 
I always thought provoking; 
But faith, tho' I talk waggishl , I mean no more than Joking. 
i 
(st. 7) 
At the hands of Richard Lely the perfect enjoyment becomes 
the occasion for a piece of light-hearted bandinage: 
While my Cloe and I (as transported we lay) Were tnduIgging our Sences in amorous Play: While her heaving round Breasts, and her languishing Eyes Set my Soul. all on fire with a wanton Surprize: Prithee tell me, says I, in a whimsical Air, If an Op'ra or Play (Child) you mostly prefer? 4 
The 'Child' answers that she prefers a play because five acts are 
always preferable to three, and the joke is carried a stage fur- 
ther when in the next poem a friend of Cloe's proposes to tack 
'a Farce to your Play'. What Lely's poem does to the theme of 
Loves Elizium is roughly comparable to what The-Beggar's Opera 
1 Henry Carey's 'The Ballad of King*John's Son and the Cynder- 
Wencch',.. rPoemshon Several Occasions (1713), 4. On page 34 
there is An Ode in Praise of Chastity' and across the page 'An Ode in Praise, of Coffee'.. 
2 'Wednesday; or, The Dumps', Faber, 39. 
3 'The Lord G.... to the Earl of S.... ', Poems on Several 
Occasions (1714) , 10. 
' 
4 'Cloe'sr_Opinion', 'Original Poems (1723), 4p. 
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does to a Handel opera - even Lely's substitution of anapaests 
for the more usual iambs may be seen as part of a general move- 
ment in the early decades of the century towards lightness and 
mockery. 
Mockery also characterizes William King's treatment of the 
fair beggar topic. In 'The Beggar Woman', the upper-class hunts- 
man catches his fair quarry and drags her into some bushes but 
he cannot have his way with her because the beggar woman refuses 
to untie 'little Boby' from her back in case he begins to cry. 
In desperation the huntsman finally agrees to place the child on 
his own shoulders, whereupon the woman runs away and leaves the 
huntsman to ponder this message: 
Sir, good buy ben't angry that we part, I trust the Child to ye with all my Heart, But e'er you get another 'ti'n't amiss, To try a Year or two how you'll keep this. l 
Finally, here is an eighteenth-century version of the topic 
I have called the' geographical tour of a woman's body: 'There are 
two other pleasant little Mountains, called BBY, which tho' at 
some Distance from MERRYLAND, have great Affinity with that Country, 
and are properly reckoned as an Appendage to it. These little 
Mountains are exactly alike, and not far from each other, having 
a pleasant Valley between them; on the Top of each is a fine 
Fountain.... Then if you find the Wind favourable, steer along 
Shoar to the Bby-Mountains, where there is good riding; and if 
you meet with no Storm, but find it calm and'quiet, you may thence 
safely venture to run on with the Tide, and push in boldly for 
the Harbour.... Some'People prefer the-Lower-Course, which'is, 
at once. `torun in: böldly, up: the Straits of Tibia, with the Coxadext 
1. Miscellanies in Prose and Verse (1705-12? ), I, 521. 
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bearing close on the Larboard-Bow, and so run a-head directly 
as the Current carries you, into the Harbour.... MERRYLAND '1 
is, of course, the girl's genital regions which Thomas Stretser, 
the author of The New Description of Merryland, claims in his 
Preface (p. iv) to be describing with truthfulness and realism 
after 'the Dreams of Superstition and Enthusiasm' of earlier ages. 
However the echoes of Donne's 'Loves Progress' ('Some People pre- 
fer the Lower-Course') and of Carew's 'A Rapture' ('you may... run 
on with the Tide, and push . 
in boldly for the Harbour') only serve 
to remind the reader how very little Stretser is interested in 
love-making as such. His attempt 'to distinguish Truth from 
Fiction' is in effect the attempt to substitute a purely mastur- 
batory fantasy for a 'fancy' which had at least some relation, 
however far-fetched at times, to the possibilities of real-life 
behaviour. In a word, Stretser takes the topic of the geographical 
exploration and turns it into pornography. 
If high-mindedness and raillery are two of the ways in which 
the eighteenth century betrays the erotic impulse, then porno- 
graphy is a third. ' Pornography in English is in fact an eighteenth- 
century invention. In his chronological list of pornographic 
works at the end of his unpublished dissertation on English 'erotic',, i 
(i. e. pornographic) literature, C. R. Dawes gives only six titles 
before 1750 and of these only two predate 1700.2 I have already 
defended one of these works, ' Nashe'. s The Cho'ise . of Valentines, as 
a genuinely erotic work and the second, the notorious play Sodom, 
1A New Descri tion of Mer land, ' 5th edn. (Bath [in fact London], 
1 41 , _17 =and -24., 
The first edition dates from 1740. 
2 'A Study. -of Erotic Literature in En land Considered with Especial Reference to Social Life1943), 351. 
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is in my opinion obscene but in no way erogenic. Prior to 1700 
the English reader had to import his pornography from either 
France or Italy. 
1 Between 1700 and 1750 Dawes lists four works: 
The Cabinet of Love, a collection compiled c. 1709 and which con- 
tains poems like 'The Discovery' where a peeping Tom watches 
Sylvia as she masturbates with a dildo; 
2 
A New. Description of 
Merryland, which I have just referred to; Satan's Harvest Home 
(1748), the object of which Dawes describes as 'strictly moral' 
(p. 62); and Cleland's Memoirs of a Woman of Pleasure (1748-9). 
3 
After that the flood-gates begin to open and according to Dawes's 
list there are nineteen more pornographic publications with titles 
like The Amorous Friars, Lady Bumtickler's Revels and The Worship 
of Priapus between 1750 and the end of the century. In the nine- 
teenth century this trickle swells to become a flood. 
Donald Thomas has given a full account of the attempts made 
by the Societies for the Reformation of Manners between 1692 and 
1 The principal works were Aretino's Postures at the beginning 
of the century, the anonymous La PuEtana Errante (c. 1650), 
and the following works after the Restoration: MichelMillot's 
(? ) L'Ecole des filles (Paris, 1655; trans. before 1688) (Pepys 
bought a French copy of this work on 8 February 1668); Nicolas 
Chorier's Satyra Sotadica`(trans. as L'Academie des dames in 
1680; en lished by 1688Y-,, and Jean Barrin's Venus dans le 
cloftre (Paris, 1683;. trans. same year). Fora description of 
these works,, see David'Foxon, Libertine: Literature in England 
(1964), 19-51. 
2 The Cabinet of Love is most readily available as an appendix 
to The Poetical Works of the Earls of Rochester Roscommon 
and Dorset (]735). 
3 However Michael Shinagel disputes that the Memoirs are porno- 
graphic and argues that. Cleland's literary in vent on 'is 
designed to elicit a smile, not an erection'; 'Memoirs of a 
Woman of Pleasure: -Pornography and the Mid- Eighteent tury 
English Novel', in Paul J. Korshin, ed. Studies in-Change and 
Revolution 
. 
(1972), 
., 226. ,, 4 
-347- 
1738 to improve literary and social morality1 and he concludes 
that by mid-century literary publication had become governed by 
the standards of a pervasive middle-class puritanism which was 
much more powerful than any comparable expression of public 
opinion in the seventeenth century, because it was 
'no longer 
confined to Puritans in the political or theological sense' 
(op. cit., p. 86). He goes on to say that it is from this point, 
rather than from the beginnings of the nineteenth century, 
'that 
a new urge for purity and moral reformation spreads through Eng- 
lish literature. There are new classes of readers to be protected 
from a fate worse than illiteracy: women, children and servants' 
(pp. 87-8). Here, then, is where the high-mindedness and patron- 
age of women I have been discussing in this chapter finally leads 
to: above board, a strict sexual moralism which 'protects' women, 
children and servants (largely, it must be said, by treating 
women and servants as children) and below board, the proliferation 
of pornography. After the suppression of Fanny Hill, 'sex went 
underground and the literary subculture of pornography began... 
to assume a covert course entirely distinct from'the development 
of the English novel' (Shinagel, p. 231).,. -It-is in the novel, and 
pre-eminently in the novels of Richardson; that'this-new literary 
moralism and this insistence on 'protecting' women', children and 
servants makes itself felt most pervasively. -- 
2 
If Rochester's death comes'at the end of that century of 
intense sexual awareness which, I-have been.. concerned with in this 
1A Lon Time Burning (1969), TChapter 5, 'Obscene Libel and 
the Reformation of Manners., 
2 See 
_Shinagel'; ,. 
213-17. ' Steven, Marcus'' notes the connection 
between pornography'and'the rise of-the novel: in The Other 
Victorians--°(New'York, -1966), `282. `'" 
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thesis; then Fielding's prose imitation of the Ars Amatoria (1759) 
conveniently supplies a terminus ad quern for the period of decline 
which has been the subject of this chapter. ' In the Introduction 
to his imitation, Fielding makes it clear for whose ears this Art 
of Love is really intended: 'If the Objection of Impurity lies 
against any Part of this Work, it is only against the two latter 
Books, for in that which we have paraphrased, there is nothing 
capable of offending the nicest Ear. i1 It is in such a deter- 
mination not to give offence that in his imitation based on lines 
thirty-three to thirty-four of the Ars he substitutes 'Good- 
natur'd Girls' for Ovid's courtesans; that he tones down Ovid's 
account of women's insatiable sexual appetite ('And give me leave 
to tell the Ladies, that we are more able to command our Affec- 
tions, nor are our Desires so furious, and exceeding all Bounds 
as theirs'); and that he adds a footnote to Ovid's cynical advice 
to men (11.631-2) to make whatever promises they like: -'This is 
the most exceptionable Passage in the whole Work. We have en- 
deavoured to soften it as much as possible; but even as it now 
stands, we cannot help expressing our Detestation of this Senti- 
ment, which appears Shocking even in a Heathen Writer. '2 
Fielding's recognition of the power of the strategems of 
the Art of Love to appear 'Shocking' is a good indication of how 
completely the whole climate of opinion has changed in less than 
a century. Whereas the Wits had aimed to shock on purpose, the 
1 The Lover's Assistant, or, New Year's Gift; Being a New Art 
of Love, Adapted to the Present Times (1759), vii. 
2 See too Fielding's excuse for breaking off his translation 
of the sixth satire of Juvenal in that 'to the honour of the English Ladies, the Latin is by no means applicable to them 
nor indeed capable of being modernized'; Miscellanies and Poems, ed. J. P., Browne (1872), 199. 
-349- 
writer of the mid-eighteenth century is sufficiently at one with 
his middle-class public to avoid 'offending the nicest Ear' and 
to disassociate himself from any suggestion of autonomous sexual- 
ity. Slightly less than two hundred years previously, an English 
poet in his translation of the Amores had deliberately intensified 
the 'Impurity' which Fielding in his imitation based on the Ars 
is now determined to eschew. Such are the terminal points of the 
Art of Love in English Renaissance literature. My object has been 
to chart the progress of that Art in the course'of the century 
during which it was practised most intensely and, in this con- 
cluding chapter, to account for its decline in the period that 
follows. With its final transformation into pornography on the 
one hand, and into a subject bowdlerized to the point where it is 
incapable of 'offending the nicest Ear' on the other, my subject 
is at an end. 
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12 Conclusion. 
What is it men in women do require? 
The lineaments of gratified desire. 
What is it women do in men require? 
The lineaments of gratified desire. 
(Blake: 'Several Questions Answered') 
At no point in the hundred-year period covered by this the- 
sis or in the seventy-year period which I have taken as its se- 
quel would Blake's view of sexual relations between the sexes 
have been accepted without either conscious resistance or sub- 
conscious misgivings amounting to betrayal. (Only in Milton's 
picture of Adam and Eve before the Fall might Blake have recog- 
nized with approval the mutual lineaments of gratified desire. ) 
On the whole, the attitudes of poets to their erotic material 
throughout the period are the opposite of healthy or whole-hearted, 
ranging as they do between the suggestive, the exploitative and 
the defiant. I have attempted to find a cause for this in the 
dichotomy facing advocates of autonomous sexuality in a Christian 
society. 'Eroticism', I argued, 'is by its nature anti-marriage 
and un-Christian' and I suggested that it is the inability to 
resolve the moral dilemma this poses that accounts for the 'willed 
and generally unjoyous character' of the erotic literature of the 
period as a whole. Where joy breaks in, as with Herrick, it is 
only achieved at the expense of any seriousnessness in the erotic 
relations described; 'cleanly-Wantonnesse' is a game which can be 
played without any reference to the threatening nature of real- 
life sexuality. 
The moral and emotional strain involved in reconciling the 
pagan and Christian legacies appears in Marlowe in the aloofness 
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with which he treats the whole subject of erotic relations, an 
attitude which I characterize as the 'turning of erotic experi- 
ence into aesthetic pleasure. ' In the Elizabethan epyllia it 
features as a self-conscious pruriency and in Marston as a de- 
lighted fascination with what in his satires he affects to re- 
pudiate. Only Spenser consciously attempts to relate the delight- 
fulness of the Ovidian ethos to its sinfulness, but with results 
which betray his inability to be sure that what he claims to find 
detestable is what in fact'he really detests. 
Donne stands outside the main current by virtue of his frank- 
ness and unabashed sensuality, yet what qualifies his distinction 
as a poet of erotic experience is his overriding intellectuality. 
Eroticism is basically too simple a matter to accommodate such 
complexities of attitude and advocacy. With Herrick begins a 
more conscious exploitation of the topics of love-by-art which 
reaches its climax with the generation of poets active in the 
fourth decade of the seventeenth century. And yet with these 
poets, as with Herrick, we constantly meet with an uneasiness 
which expresses itself in what I have called a 'playing with 
irreconcilable opposites',: in a fundamental insincerity, and 
in aggressive displays of-libertine bravado. 
With the supersession of this Court. culture after the king's 
execution in 1649 a new mood, begins, to emerge which tends towards 
emotional moderacy and a-sexual: retirement. . The'fiercely com- 
petitive immoralism of. Style causes. an interruption to this devel- 
opment, with eroticism increasingly finding expression in the 
satisfactions of predatory appetite.,.: The. topics of the Art of 
Love now focus on the final goal of the sexual journey rather 
than on, lthe pleasures of-the 
journey itself.. It is Rochester 
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who exemplifies most vividly the excitements and self-destructive 
solipsism implicit in this narrowing of the province of sexual 
love to the basic facts of animal congress. However with Roch- 
ester's death in 1680 begins a return to the moderacy of the 
1650s which concludes with the final establishment of a self- 
consciously 'Augustan' civilisation in the early 
decades of the 
eighteenth century. In this civilisation there 
is no place for 
aggressive sexuality. By means of idealization, patronage and 
raillery Augustan civilisation effectively de-sexualizes women 
and thereby cuts the ground from under the Art of Love. The 
growing tLde of pornography as the century advances is the libido's 
revenge upon a literary sublimation which progressively eliminates 
the Art of Love from serious literature. 
It is tempting at this point to find a psychological formula 
which explains at one stroke the attraction-repulsion towards 
sexuality which characterizes the period as a whole. David Foxon 
has supplied such a formula-in the following terms: 'It is... 
difficult to escape the Freudian view of the Oedipal situation 
in which sexual activity is a direct challenge to the rights and 
authority of the father;, and it is significant that all'the books 
considered here-and most of-their successors are centred on the 
figure of the permissive female - the whore as against the father. '3 
Seen in this light, it is the'whore'or pagan hetaera who exercises 
the male sexual imagination throughout our period and the 'father' 
or super-ego of'Christian prohibition who continues to assert his 
'rights'and authority' - explicitly as'with the bishops' ban of 
1599, orimplicitly in therform'of insincerity, bad conscience or 
1' Foxon, -Libertine Literature in England, 47. 
I 
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libertine counter-attacis based on an Epicurean philosophy. David 
Foxon's hypothesis may be criticized for not meeting all the facts 
of the case, but at least it has the virtue of laying a finger 
on that clash between the claims of the Super-Ego and the Id 
which so blights the erotic impulse in our literature. One could 
even take what he says a stage further by arguing that where such 
a division in the psyche exists there can be no truly erotic art. 
It is only where the 'whore', hetaera, or woman as sexual equal 
can be seen to be in harmony with the wifl and authority of the 
'father' - even to the point where her love-making expresses 
that will and authority - that an art of sexuality can be ex- 
pecked to take root and flower. 
Such a consummation isn't often to be met with in the post- 
classical literatures of Europe. Stephen Spender suggests why 
this is when he points out how 'the erotic tends to absorb the 
individualities of the lovers into the love-making trance, to 
render them anonymous. '1 In his view 'the difference between 
Oriental and Western erotic poetry is that when the early Moslem 
and Hindu poets write about physical love, they are writing *about 
the center of an experience which includes all other experiences.., 
[whereas the tendency of the West is that the center of the con- 
sciousness is love rather than the erotic. ' Certainly there is 
no single poem in our period where the individualities of the 
lovers become absorbed into that trance or even approach the 
relative anonymity of the Ovidian tradition. To discover a 
complete embodiment in literature of. such a whole-hearted de- 
votion to pleasure we must go (as Professor Spender suggests) 
1 Wi11iam Cole, F ed. Erotic--Poetry. (1964) , xxv, ., 
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to the erotic classics of another tradition altogether - for 
example, to verses such as these from Jayadeva's Gita Govinda: 
Their Love play grown great was very delightful, the 
love play where thrills were a hindrance to firm 
embraces, 
Where their' helpless closing of eyes was a hindrance 
to-longing looks at each other, and their secret talk 
to their drinking of each the other's nectar of lips, 
and where the skill of their love was hindered by 
boundless delight! 
She performed as never before throughout-the course of the 
conflict of love, to win, lying over his beautiful body, 
to triumph over her lover; 
And so through taking the active part her thighs grew 
lifeless, and languid her vine. -like arms, and her heart 
beat fast, and her eyes grew heavy and closed; ýl For how many women prevail in the male performance. 
Here 'hindrance', 'skill' and 'active part' express an art- 
fulness and a reciprocity wholly at one with the religious tra- 
dition from which they derive. This is the. Art of Love at its 
most-fervent and sublime, a completely successful evocation of 
the 'lineaments of gratified desire. ' Would that the poetry of 
the period we have been discussing had more often-been able to 
strike this note! 
I 
t 
1 Erotic Poetry, -p. 193 (translation by George Keyt). 
Iý 
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